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HENDRIK,  COUNT  GOUDT 


H.  GOUDT.  The  Beheading  of  St.  John  (after  Elsheimer).  Enlarged 

Size  of  original  engraving  2f  X 2\  inches 
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HENDRIK,  COUNT  GOUDT 

By  HENRY  SCIPIO  REITLINGER 


ETWEEN  the  Venetian  painters  and  the  rise 
of  the  great  Netherlandish  school  there  lies  a 
period  that  is  artistically  somewhat  barren. 
The  decline  is  most  marked  in  Germany, 
where  the  impulse  that  had  produced  Diirer  and 
Griinewald  and  Holbein  was  by  the  year  1600  completely 
exhausted.  The  gloom  is  partially  relieved  by  the 
appearance  of  Elsheimer,  a strange,  remarkable  figure,  so 
closely  connected  with  the  subject  of  this  article  that  his 
importance — only  fully  recognised  in  recent  years — must 
be  briefly  indicated  here. 

Adam  Elsheimer,  a tailor’s  son  of  Frankfort,  was  born 
in  1578  and,  after  a short  residence  at  Venice,  made  his 
way  to  Rome  in  1600,  where  he  worked  till  his  death  in 
1610.  Here  it  was  not  the  great  masters  of  the  past  who 
influenced  him,  but  his  contemporary,  Michelangelo 
Amerighi,  who  had  specialised  in  the  naturalistic  but 
dramatically  lit  presentation  of  the  human  figure. 
Elsheimer ’s  landscape,  based  largely  on  observation  of 
nature,  also  derives  from  the  old  Italian-Flemish  land- 
scape tradition  of  the  sixteenth  century,  which  he  must 
have  imbibed  from  Paul  Bril  in  Italy  and — ere  ever  he 
reached  Italy— from  that  small  group  of  transplanted 
Flemings  who  were  working  near  his  home  at  Franken- 
thal. 
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Elsheimer  combines  landscapes  and  figures  in  small, 
carefully  finished  pictures  which  have  all  the  breadth  of 
large  paintings.  The  effect  of  these  works  is  quite 
remarkable  ; they  can  be  said  to  stand  in  a class  by 
themselves,  so  essentially  different  are  they  from  any- 
thing else.  The  landscape  in  them  is  no  mere  back- 
ground to  the  figures,  nor  are  the  figures  only  properties 
in  the  landscape,  but  the  whole  forms  a sort  of  fantastic 
unity.  Nature  here  is  mysterious  and  dramatically  lit, 
and  the  little  nymphs  and  gods  and  shepherds  dwell  in 
it  at  their  ease.  This  harmony  of  man  and  nature  has 
been  presented  in  painting  by  the  oldest  Chinese  masters, 
by  Giorgione,  and  at  times  by  Titian,  but  it  has  always 
been  rare  in  Europe. 

Elsheimer’s  influence  on  the  next  generation  of 
painters  was  profound.  Claude  and  Rubens  came  under 
his  spell,  and  most  notably  of  all,  Rembrandt,  through 
his  predecessors  Lastman  and  Uytenbroek.  The  art  of 
idyllic  landscape,  so  typical  of  the  seventeenth  century, 
derives  very  largely  from  him. 

As  an  engraver  Elsheimer  scarcely  counts,  the  few 
small  etchings  executed  by  his  own  hand  being  interest- 
ing but  not  of  primary  importance.  The  engravers  who 
translated  his  work  into  black  and  white  did  so  with 
remarkable  success,  since  Elsheimer  undoubtedly  exer- 
cised a most  fertilising  influence  on  all  with  whom  he 
came  in  contact.  Magdalena  van  de  Passe,  the  gifted 
daughter  of  a prolific  engraver  family,  produced  some 
very  sympathetic  versions,  notably  the  plate  of  Latona 
turning  the  boors  into  frogs  ; and  Hollar’s  various 
etchings  after  the  master,  produced,  of  course,  many 
years  after  his  death,  are  among  his  most  satisfactory 
efforts. 
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H.  GOUDT.  Tobias  and  the  Angel  (after  Elsheimer)  Small  Plate 
Size  of  original  engraving  sj  x inches 


The  Elsheimer  engraver  par  excellence , however,  was 
Hendrik,  Count  Goudt,  the  subject  of  this  article. 
Goudt’s  entire  engraved  work  consists  of  seven  pieces, 
all  of  them  after  Elsheimer,  but  small  as  this  ceuvre  is 
in  quantity,  it  ranks  as  one  of  the  really  remarkable 
achievements  of  the  engraver’s  art.  Goudt’s  whole 
career  and  personality  are  wrapped  in  mysteries  that 
have  so  far  not  been  solved.  He  is  known  to  have  been 
born  at  Utrecht  in  1 585  of  a noble  family,  and  describes 
himself  as  “ Palat.  Comes  et  Aur.  mil.  eques  ” (Count 
Palatine  and  Knight)1.  His  father2  he  describes  in  a 
dedication  as  a nobleman  and  amateur  of  pictures  and 
the  fine  arts.  On  his  reception  into  the  painters’  guild 
of  Utrecht  he  is  described  as  “ edelman  plaetsnyder,”  a 
nobleman  and  engraver.  The  family  is,  however, 
unknown  to  Dutch  genealogy,  and  its  origin  requires 
further  elucidation. 

In  the  year  1608  we  find  him  in  Rome,  where  he  pro- 
duced his  first  dated  plate,  the  little  Tobias.  This  is 
already  a highly  developed,  unusual  type  of  engraving, 
apparently  produced  at  the  age  of  23.  Who  were  Goudt’s 
teachers  in  this  difficult  art  ? The  style  comes  nearest  to 
that  of  Jan  van  de  Velde  II.,  who  may  have  been  his 
teacher,  seeing  that  Amsterdam  and  Utrecht  are  not  so 
far  apart.  But  we  have  no  direct  evidence  of  this  nor  of 
any  other  instruction. 

One  thing,  however,  is  certain ; whoever  were  his 
teachers,  Goudt  at  once  developed  a most  curious  and 
individual  style  which  was  all  his  own.  It  consists  in 

1 “ Eques  auratus  ” is  the  common  Latin  equivalent  of  knight.  The  exact 
significance  of  “ mil.”  (=militaris  ?)  is  obscure. — [Ed.] 

2 In  Dutuit  5.  Dutuit,  however,  reads  “ patri  suo  ” as  “ fratri  suo.”  It 
is  a matter  of  conjecture  whether  the  initial  letter  is  p or  fr,  so  ornate  is  Goudt’s 
calligraphy,  a very  characteristic  feature  of  his  work,  as  will  be  seen  by  the 
one  specimen  included  among  our  illustrations. 


234 


H.  GOUDT.  Detail  from  Tobias  AND  THE  Angel  (after  Elsheimer)  Large  Plate 

Size  of  original  engraving,  7f  X ioj  inches  ; detail,  7f  X 5f  inches 
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laying  very  numerous  lines  closely  parallel,  but  very 
sensitively  and  by  no  means  in  the  mechanical  fashion  of 
later  engravers,  so  as  to  produce  the  highest  possible 
effect  of  chiaroscuro.  Certain  of  his  pieces,  notably  the 
Flight  into  Egypt  and  the  large  Tobias  give  one  an  almost 
mezzotint -like  impression  when  seen  at  a short  distance. 

It  is  through  these  works  that  one  comes  to  understand 
the  crying  need  for  the  invention  of  mezzotint  that  the 
new  artistic  effects  of  light  and  shade  imposed  on  en- 
gravers at  this  period — a need  which  some  thirty  years 
later  was  to  result  in  Von  Siegen’s  invention. 

The  relationship  of  Goudt  to  Elsheimer  was  a curious 
one.  It  appears  that  the  young  amateur — for  so  he  was 
regarded — contracted  to  purchase  a considerable  part  of 
the  painter’s  output,  partly  for  the  pleasure  of  possession, 
partly  to  provide  subjects  for  his  engravings.  It  is  not 
clear  whether  he  was  actually  a dealer  in  Elsheimer ’s  ■ 
pictures  as  well.  The  whole  position  is  somewhat 
difficult  to  understand,  as  is  also  the  painful  subject  of 
Elsheimer ’s  death.  According  to  Sandrart,  Elsheimer 
was  thrown  into  a debtor’s  prison,  and  Goudt ’s  name  is 
mentioned  in  this  connection.  The  painter  fell  into  low 
spirits,  sickened,  and  on  his  release,  died.  A certain 
Doctor  Mancini  mentions  that  the  two  friends  had  been 
estranged,  but  that  Goudt  acted  “as  a true  friend  ” at 
the  bedside  of  the  dying  painter.  No  less  a person  than 
Rubens  writes,  concerning  Elsheimer ’s  death,  as  follows  : 

“ My  heart  is  torn  at  the  news.  I shall  never  again  be 
friendly  with  those  who  have  brought  him  to  such  a 
wretched  end.”  The  matter  is  further  involved  by  com- 
plications with  Elsheimer ’s  Scottish  wife,  Carlantonia 
Stuart.  Man}7  more  facts  will  have  to  be  unearthed 
before  we  can  get  a true  picture  of  this  tragedy. 
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H.  GOUDT.  Detail  from  The  Flight  into  Egypt  (after  Elsheimer) 
Size  of  original  engraving  ii£  X i5f  inches  ; detail  4|  X 6|  inches 


Goudts  subsequent  career  is,  however,  even  more 
plunged  in  mystery  than  the  death  of  Elsheimer.  Five 
of  his  seven  plates  are  dated,  the  earliest  1608  and  the 
latest  1613.  His  artistic  activity  then  appears  suddenly 
to  stop  short,  for  we  know  of  nothing  further  produced 
by  his  hand.  A somewhat  fitful  light  is  cast  on  the 
situation  by  Joachim  von  Sandrart,  who  writes  as 
follows  in  his  “ Academia  Todesca  ” (Nuremberg,  1675) 
of  events  subsequent  to  Goudts  return  from  Rome  to 
Utrecht  : 

“ After  this,  our  artist  took  something  to  drink  by 
which  he  lost  his  understanding  and  became  very  mad  ; 
it  was,  as  they  say,  a love-philtre  whose  intention  was  to 
capture  his  love  and  rob  him  of  his  wits. 

“ I often  spoke  with  him  in  the  years  1625  and  1626  in 
his  lodging  and  in  presence  of  a certain  person  to  whom 
he  owed  no  thanks,  since  she  and  the  sisters  were  in 
possession  of  the  house  and  fortune  as  heirs,  and  he 
stayed  with  them  unmarried  and  as  a pensioner,  broken 
in  all  his  limbs.  But  when  he  showed  me  his  paintings 
by  Elsheimer,  he  was  greatly  pleased,  and  gave  signs  of 
a fine  understanding  as  soon  as  one  began  speaking  to 
him  about  art.” 

This  is  somewhat  less  explanatory  than  we  could  wish, 
and  it  is  much  to  be  hoped  that  further  information  on 
the  subject  will  one  day  come  to  light.  There  can, 
however,  be  little  doubt  as  to  the  premature  and  deplor- 
able ending  of  a talent  that  gave  promise  of  very  re- 
markable things. 

The  seven  engravings,  the  only  ones  known  to  have 
been  produced  by  Goudt,  are  described  below.  The 
numbers  correspond  with  the  catalogue  of  Dutuit 
(Manuel  de  TAmateur  d’Estampes).  The  measurements 


238 


[.  GOUDT.  Jupiter  and  Mercury  in  the  house  of  Philemon  and  Baucis  (after  Elsheimer) 
Size  of  original  engraving  6-f  X 8f  inches 


H.  GOUDT.  Detail  from  Tobias  AND  T^E  Angel  (after  Elsheimer)  Large  Plate 
Size  of  original  engraving  7J  X xo|  inches  ; detail  6X3I  inches 


are  those  of  the  plate-mark,  followed  by  those  of  the 
engraved  picture-surface.  The  inscriptions  under  the 
picture  are  all  engraved  in  a beautiful,  calligraphic 
manner,  whose  ornateness  can  be  a cause  of  ambiguity 
(see  note). 


CATALOGUE. 

1.  — Tobias  (small  plate) 

Tobias,  carrying  the  fish  under  his  right  arm,  is  led  from 
left  to  right  by  a winged  angel  over  stepping  stones  across  a 
sheet  of  water.  A little  dog  stands  yapping  at  them  from 
the  bank.  In  the  background  are  majestic  trees,  beneath 
which  are  small  figures  of  men  and  cattle. 

Underneath  are  two  Latin  elegiac  couplets,  and  A. 
Ehlsheimer  pin x it  on' left,  H.Goudt  sculp*.  Romce  1608  on  right. 

5Jx7^  (plate-mark)  ; 4^x7^  (subject). 

• This  is  the  earliest  dated  piece  and  shows  the  Goudt  style 
incompletely  developed.  There  is  a reverse  copy  by  Hollar 
(Parthey  75),  very  well  carried  out  and  not  inferior  to  the 
original. 

There  is  a proof  before  the  inscription  in  the  British 
Museum. 

2.  — Tobias  (large  plate). 

The  angel  and  Tobias,  the  latter  dragging  his  fish  on  the 
ground,  walk  from  left  to  right  through  a dense,  beautifully 
detailed  vegetation  of  shrubs  and  flowers.  In  the  back- 
ground is  an  ancient  tower  surrounded  by  heavy  woods,  on 
the  right  a mere  covered  with  dark  shadows,  on  the  further 
side  of  which  cattle  are  dimly  seen.  The  sky  is  angry  and 
luridly  lit. 

Inscription  : Two  Latin  elegiac  couplets  and  underneath 
H.  Goudt  Palat.  Comes  et  Aur.  Mil.  Eques  A°  1613. 

10  x 10 1 (plate-mark)  ; 7f  x 10|  (subject). 

This,  with  the  Flight  into  Egypt,  is  the  latest  dated  piece 
and  also  the  most  developed.  The  four  centuries  of  the 
engraver’s  art  can  have  produced  few  things  more  un- 
forgettable than  these  figures  stalking  mysteriously  through 
a fantastic  world.  It  is  after  a picture  in  the  National 
Gallery,  London. 
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H.  GOUDT.  Detail  from  The  Mocking  of  Ceres  (after  Elsheimer) 
Size  of  original  engraving  11IX9-&  inches,  detail  8f  X4J  inches 
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H.  GOUDT.  Detail  from  The  Mocking  of  Ceres  (after  Elsheimer) 

Size  oforiginal  engraving  ii£  X 9 & inches  ; detail  8f  x 5 \ inches 
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3.  — The  Flight  into  Egypt. 

The  Holy  family  in  the  centre  advances  from  left  to 
right.  On  the  left  is  a lake,  reflecting  the  moon.  The  back- 
ground is  occupied  by  dense  forests  at  whose  edge,  on  the 
right,  cowherds  have  built  a fire.  The  milky  way  stretches 
across  the  night  sky. 

Inscription  : Two  elegiac  Latin  couplets  and  underneath 
H.  Goudt.  Palat.  Comes  et  Aur.  Mil.  Eques  1613. 

14^x16  (plate-mark)  ; Ilf  Xl5f  (subject). 

This  large  piece  presents  a typical  example  of  the  dual 
lighting — moonlight  and  firelight — which  Elsheimer  loved. 
Elsheimer’s  picture  of  this  subject,  is  in  the  Pinakothek, 
Munich. 

4.  — The  Beheading  of  St.  John  the  Baptist. 

On  the  left  stands  the  executioner  with  the  saint’s  body 
lying  at  his  feet.  On  the  right  the  daughter  of  Herodias 
receives  the  head  on  a charger,  and  behind  her  are  an 
attendant  with  a torch  and  a naked  man  with  a drawn 
sword. 

Upright  oval ; 2f  x 2f  to  plate-mark,  which  comes  nearly 
up  to  the  subject. 

This  small  niello-like  piece  is  considerably  rarer  than  the 
others,  and  is  remarkable  for  its  effective  concentration  of 
a very  dramatic  scene  into  a small  space. 

5.  — Jupiter  and  Mercury  in  the  House  of  Philemon  and 

Baucis. 

The  two  gods  are  seated  in  the  guise  of  travellers  at  a 
table  on  the  right,  lit  by  an  oil  lamp.  Baucis  stands  on 
their  left  with  a pile  of  blankets,  and  Philemon  with  lighted 
candle  is  entering  by  the  door  of  the  humble  cottage.  In  the 
left  foreground  is  a heap  of  fish,  vegetables  and  grapes. 

Inscription  : Four  Latin  hexameters  and  H.  Goudt, 
Palat.  Comes  et  Aur.  Mil.  Eques,  Nob.  vivo  D.  A.  Goudt 
patri  suo,  Picturae  et  omn.  insignium  avtium  amatori  D.D. 
1612. 

8 J§  X 9f  (plate-mark)  ; 6f  x 8f  (subject) . 

Elsheimer’s  picture  of  this  subject  is  in  the  Dresden 
Gallery,  and  a drawing,  with  considerable  variations, 
formerly  in  the  Northwick  Collection,  is  in  the  British 
Museum.  The  subject  is  taken  from  Ovid’s  metamorphoses, 
Bk.  viii. 
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6.  — The  Mocking  of  Ceres. 

The  goddess  stands  erect  drinking  from  an  earthen  mug. 
On  the  left  a small  boy,  completely  naked,  has  issued  from  a 
wooden  hut  and  points  derisively  at  her  with  his  arm,  in 
spite  of  the  restraining  efforts  of  an  old  woman  holding  a 
candle.  Smaller  figures  are  seen  in  the  background,  and 
beautifully  engraved  festoons  of  leaves  and  flowers  hang 
from  the  trees. 

Inscription  : Eight  Latin  elegiac  verses,  with  the  name 
of  Janus  Rutgers,  and  a dedication  to  Cardinal  Scipione 
Borghese,  Rome,  1610. 

1 2 ^ x 9|  (plate  mark)  ; 1 1 1 x 9 (subj  ect) . 

The  Ceres  is  usually  considered  Goudt’s  masterpiece. 
The  chief  figures  are  large  and  less  subordinated  than  usual 
to  the  landscape,  which  is  lit  by  numerous  sources  of  light, 
candles,  torches  and  a small  fire.  The  subject  is  taken  from 
Ovid’s  Metamorphoses,  Bk.  V.,  446-461.  The  boy  was 
changed  into  a lizard  (Stellio)  for  mocking  at  Ceres.  A 
picture  of  this  subject  by  G.  Schalken  is  in  the  Dulwich 
Gallery. 

7.  — Aurora. 

A wide,  rolling  landscape,  lit  from  the  right  by  the  rising 
sun  which  is  itself  hidden  by  trees  and  high  ground  on  the 
right. 

Inscription  : A Latin  elegiac  couplet  and  H.  Goudl  Palat. 
Comes  et  Aur.  Mil.  Eques  1013. 

6£x7J  (plate  mark)  ; 5x6f  (subject). 
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A.  BESNARD.  Madame  Besnakd.  1884.  (C.  13)- 
Eau-forte  pure.  215  X 183  mm. 
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ALBERT  BESNARD 

Par  CLLMENT-JANIN 

N a beaucoup  etudie  M.  Albert  Besnard.  Chaque 
annee  augmente  PHimalaya  des  ecrits  qui  lui 
sont  consacres.  Mais  c’est  tou jours  le  peintre 
qui  fait  Pobjet  de  ces  travaux.  On  definit 
le  portraitiste,  le  decorateur,  le  symboliste  de  Berck, 
le  poete  allegorique  de  1’Ecole  de  Pharmacie,  de  Pamphi- 
theatre  de  chimie  a la  Sorbonne,  des  plafonds  de  PHotel 
de  Ville  et  du  Theatre  Franyais,  de  L’lle  Heureuse  au 
Pavilion  de  Marsan  et  de  tant  d’hotels  particuliers  de 
Paris  et  de  Londres  ; on  vante  le  pastelliste,  Paquarelliste 
prestigieux  ; on  souligne  la  penetration  de  l’illustra- 
teur,  a peine  nomme-t-on  Paquafortiste  ! Ce  serait 
a croire  que  P oeuvre  grave  de  M.  Besnard  est  secondaire 
et  que  l’artiste,  qui  a brille  par  de  si  rares  qualites  dans 
ce  dont  on  parle,  en  a montre  d’inhniment  moindres 
dans  ce  que  Pon  tait. 

Ou  pourrait  croire  cela,  si  Pon  ne  savait  que  la  gravure 
est  la  Cendrillon  des  arts  et  qu’on  ne  s’occupe  d’elle 
qu'a  defaut  d’un  autre  sujet  offrant  plus  de  ressources 
au  jeu  brillant  des  epithetes.  La  verite  est  differente. 
M.  Albert  Besnard  est  extremement  original  dans  ses 
eaux-fortes.  L'y  etudier  est  de  premiere  importance. 
C’est  ce  que  vient  de  faire  un  admirateur  du  maitre, 
graveur  lui-meme,  M.  Charles  Coppier,  dans  un  livre 
enthousiaste,  ou  il  a donne,  avec  une  exactitude  color ee, 
les  descriptions  ecrites  des  gravures  dont  il  a reproduit 
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A.  BESNARD.  La  fin  de  tout.  1883.  (C.  11) 
Eau-forte  et  pointe-seche.  225  X 195  mm. 
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la  plupart  en  phototypies.1  Le  mcment  est  done  venu 
d’etudier  en  M.  Besnard  le  graveur.  II  est  indispensable 
de  le  faire,  si  Ton  vent  avoir  de  ce  grand  artiste,  une 
impression  generale.  Car  M.  Besnard  dit  avec  sa 
pointe  autre  chose  que  ce  qu’il  exprime  avec  son  pinceau. 
Mobile  et  complexe,  il  se  sert  de  la  gravure  pour  montrer 
un  nouvel  aspect  de  son  sentiment.  Comme  l’a  ecrit 
Mme.  Besnard,  e’est  en  creant  qu’il  apaise  sa  soif  de 
connaitre.g  Pour  lui,  I’objectif — dirait  un  lecteur  de 
Kant — devient,  non  pas  en  effet  du  subjectify  mais  son 
stimulant.  II  considere  que  1’esprit  se  complete  par 
le  monde  exterieur.  C’est  tout  l’oppose  de  la  doctrine 
allemande  qui,  par  Fichte,  Schelling  et  Hegel,  va  a 
l’absorption  de  l’objet  par  le  sujet,  puis  a la  negation 
de  l’un  et  de  l’autre,  pour  ne  plus  laisser  survivre  que 
cette  entite  metaphysique  : l’essence.  Ces  subtilites 
ne  vont  point  a l’intelligence  de  M.  Besnard.  II  pense 
avec  Moliere  que  trop  souvent  “ le  raisonnement  en 
bannit  la  raison,”  et  il  se  contente  d’etre  philosophe 
a la  fagon  des  artistes,  e’est-a-dire  en  traduisant  par 
des  images  les  meditations  qu’eveillent  en  lui  la  douleur, 
la  brievete  de  1 ’existence,  le  souvenir  des  deuils  eprouves, 
la  lassitude  des  plaisirs. 

Ce  dernier  effet  a ete  hnement  saisi  par  M.  Coppier, 
constatant  que,  dans  la  production  chronologique  du 
maitre,  “ l’accent  d’aprete  tragique  des  eaux-fortes 
revient  periodiquement,  apres  chaque  grande  envoi ee 
du  peintre  vers  les  regions  du  haut  lyrisme  apollonien.” 

1 Andre-Charles  Coppier,  “ Les  eaux-fortes  d’ Albert  Besnard Paris,  Berger- 
Levrault,  1920.  Presque  toutes  les  oeuvres  sont  reproduces,  a l’exception 
de  quelques-unes‘  jugees  peu  importantes,  et  de  la  tres-importante  serie 
Elle,  dont  l’amateur  qui  la  possede  n’a  pas  voulu  autoriser  la  photographic. 
Ce  catalogue  indique  avec  precision  de  quelle  technique  s’est  servi  le  graveur, 
eau-forte  pure  ou  relevee  de  pointe-seche,  d’aquatinte  ou  de  roulette,  les 
dimensions  et  les  dates. 

2 Mme.  Charlotte  Besnard,  Preface  au  Catalogue  de  V exposition  de  Juin, 
1905:  “ Ses  oeuvres  sont  les  impulsions  de  cette  soif  de  connaitre-par  la  creation.” 
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A.  BESNARD.  Le  Dejeuner.  1885-7.  (C.45) 
Eau-forte  et  pointe-seche.  320  X 250  mm. 
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A.  BESNARD.  Cheval  arabe  et  tete  de  cheval.  1893.  (C95) 
Eau-forte  pure.  240  X 177  mm. 
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A.  BESNARD.  La  Robe  de  Soie.  1888.  (C.  65) 
Eau-forte,  pointe-seche.  aquatinte  et  roulette.  360  x 230  mm. 


M.  Besnard  eprouve  le  besoin  d’evoquer  les  Tenebres  et 
laMort  apres  les  jouissances  de  la  Lumiere  et  de  la  Vie. 
II  se  separe  on  cela  des  grecs,  qui  pretaient  a la  Mort 
les  attributs  de  TAmour,  la  beaute  et  le  flambeau,  la 
faisaient  soeur  du  Sommeil  et  aussi  douce  que  lui.  II 
se  rapproche  des  latins  de  la  decadence  : Trimalcion 
exhibant  a ses  hotes,  pour  les  exciter  a jouir  du  festin, 
un  petit  squelette  d’argent  aux  vertebres  flexibles. 
II  se  revele  bien  davantage  impregne  des  idees  chretien- 
nes,  qui  font  de  la  Mort  le  domaine  de  Teffroi.  Nous 
sommes — a dit  Mallarme — 

La  triste  opacite  de  nos  spectres  futurs , 
et  ce  vers,  si  plein  de  melancolie  dans  sa  forme 
rafflnee,  pourrait  servir  d’epigraphe  a nombre  de  pieces 
de  M.  Besnard,  tout  en  en  revelant  le  sens  profond. 

L'oeuvre  grave  de  M.  Besnard  se  compose  de  174 
eaux-fortes,  auxquelles  s’ajoutent  deux  lithographies.1 
L’eau-forte  est  le  procede  qui  a les  preferences  de 
I’ artiste  ; la  lithographic  le  laisse  a peu  pres  indifferent 
et  la  pointe-seche  le  fatigue,  a cause  de  la  reverberation 
du  cuivre  nu.  II  a toutefois  execute  par  ce  seul  moyen 
le  portrait  de  Clemenceau  (1917).  L’acide,  au  contraire, 
le  passionne.  Quand  il  lui  prend  fantaisie  de  graver, 
le  plus  souvent  afin  de  se  delasser  de  ses  autres  travaux, 
et  qu’il  se  penche,  au  matin,  sur  la  plaque  vernie,  il  est 
tout  etonne,  le  soir  venu,  de  s’y  retrouver  encore.  Il 
a passe  la  journee  entiere  a cet  amusement,  qu’il  croyait 
devoir  etre  seulement  de  quelques  heures.  Et  ce  n’est 
pas  ce  qu’on  nomme  la  “ cuisine  ” de  1'eau-forte  qui 
l’interesse,  ce  ne  sont  pas  ces  effets  de  morsures  a 

1 M.  Coppier  ne  cite  qu 'une  lithographie,  L’ Apoplexie,  ou  La  Visiteuse. 
Mais  il  y en  a une  seconde,  qui  ne  figure  pas  dans  la  collection  du  Maitre  et 
que  celui-ci  a sans  doute  oubliee  : Quatre  etudes  de  tetes  et  d’un  Enfant.  Nous 
la  reproduisons,  ainsi  que  l’eau-forte  Petites  pecheuses  de  Berck,  qui  figure 
bien,  celle-la,  dans  la  collection  de  M.  Besnard,  mais  non  dans  le  catalogue,  et 
qui  porte  le  nombre  des  eaux-fortes  de  173  qu’indique  M.  Coppier,  a 174. 
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A.  BESNARD.  Dans  les.Cendres.  2me  Etat.  1887.  (C  .57) 
Eau-forte,  pointe-seche  et  roulette.  400  X 290  mm. 
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travers  des  couvertures  plus  ou  moins  permeables  qu’il 
poursuit  au  point  d’en  oublier  le  temps  ; non,  ce  sont 
les  simples  et  directes  attaques  du  metal,  qui  creusent 
les  contours,  zebrent  de  hachures  les  ombres,  enfoncent 
dans  le  cuivre,  qui  le  rendra  au  papier,  la  composition 
imaginee  par  l’artiste.  Pour  obtenir  des  effets  de 
couleur,  il  use  parfois  d’un  grain  d’aquatinte,  mais  plus 
frequemment  de  la  roulette,  qu’il  promene,  a la  maniere 
d’un  crayon,  en  frottis  rapides  et  irreguliers. 

M.  Albert  Besnard  est  un  aquafortist e de  la  grande 
ecole.  II  a ete  initie  tout  jeune  a cet  art  par  l’illus- 
trateur  espagnol  parisianise  Los  Rios,  et  ses  premieres 
planches  : Un  pendu,  son  Portrait , Une  rue  au  Mont 
Saint-Michel  (avec  des  personnages  costumes,  recon- 
stitution historique  l)1  furent  gravees  en  1869  et 
imprimees  chez  Aug.  Delatre.  Delatre,  comme  Cadart 
un  peu  plus  anciennement,  est  a Lorigine  de  beaucoup 
de  vocations.  II  donna  au  debutant  des  conseils  com- 
plementaires  de  technique,  pareils  a ceux  qu'il  avait 
donnes  a Whistler  qui,  dans  une  lettre  conservee  par 
M.  Eugene  Delatre,  demande  comment  on  prepare 
l’acide.  “ J’ai  oublie,”  avoue-t-il  ingenuement. 

En  1881,  un  an  apres  son  mariage,  M.  Besnard 
s’etablissait  a Londres  et  continuait  Leau-forte,  avec 
Bracquemond  et  Legros,  surtout  avec  ce  dernier. 
L’influence  de  Legros  est  sensible  dans  des  eaux-fortes 
comme  La  fin  de  Tout  et  Martyr.  Sur  les  avis  de  ce 
maitre-graveur  (il  devait  le  representer  dans  la  fougueuse 
aquarelle  du  musee  du  Luxembourg),  il  parvenait  a la 
simplicite  savante,  a la  sobriete,  a la  virtuosite  dans 
le  rendu  des  matieres — “ Le  frangais  n’est  pas  coloriste  ! ” 
disait-on  alors.  Il  ne  lui  deplaisait  pas  de  prouver  le 

1 A ses  debuts,  il  s’etait  engage  dans  le  sujet  historique,  ainsi  qu’en  temoigne 
sa  grande  peinture  La  procession  des  Seigneurs  de  V auxhallan  (1869). 
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A.  BESNARD.  Rodin.  1900.  (C.  117) 
Eau-forte  et  pointe-seche.  270  X 200  mm. 
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contraire.  Plus  tard,  il  subira  assez  sensiblement 
l’influence  de  Zorn. 

Nous  avons  dit  que  M.  Besnard  considerait  beau- 
forte  comme  un  delassement  de  la  peinture.  S’il  est, 
en  effet,  peintre-graveur,  c’est  le  premier  terme  qui, 
chez  lui,  Pemporte  sur  le  second.  Avant  tout,  il  est 
peintre.  Ses  eaux-fortes  sont  comme  son  carnet  de 
notes  ou  de  pensees.  Il  jette  sur  le  cuivre  ce  qu’il  ne 
consignera  jamais  sur  la  toile.  Cela  n’a,  pour  lui,  qu’une 
importance  momentanee.  Aussi  etait-il  prodigue  de 
ses  epreuves  d ’eaux-fortes  (a  ses  debuts  tout  au  moins), 
aussi  les  traitait-t-il  assez  cavalierement.  Que  sa 
pointe  dise  ce  qu’il  a voulu,  et  il  est  satisfait  ! Il  n’a 
nulle  preoccupation  de  ce  qu’on  appelle  la  “ belle 
epreuvre.”  Il  tire  de  mediocres  essais  sur  de  tres 
beaux  papiers  et  les  etats  definitifs  sur  un  simple 
Hollande.  Il  aime  cependant  les  papiers  “ amoureux  ” 
de  l’encre  et  de  ton  enveloppant,  et  s’il  n’a  pas  davantage 
pours uivi  la  belle  epreuve,  cela  tient  a ce  qu’il  n’en 
avait  pas  suffisamment  experiments  la  superiorite  ! 
Cela  tient  aussi  a ce  qu’il  ne  demandait  d’ordinaire  a 
l’eau-forte  que  d'etre  un  “ croquis  ” — -c’est  1 ’expression 
meme  de  Mme.  Besnard  — une  chose  preste,  mais 
en  matiere  d’art,  le  resultat  n’est  pas  toujours 
adequat  a l’esperance.  M.  Besnard,  croyant  improviser, 
a souvent  execute  des  compositions  tres  poussees, 
veritables  oeuvres  de  graveur.  Faut-il  citer  le  portrait 
de  Lord  Wolseley  a la  maniere  noire — car  un  mezzotint 
ne  s ’improvise  pas — La  Fin  de  Tout  (il  y a un  premier 
etat  de  grande  beaute),  Dans  les  Cendres  (a  signaler 
aussi  un  premier  etat  des  plus  interessants,  tire  a 13 
epreuves  seulement,  dont  il  ne  reste  plus  que  3,  1’im- 
primeur  Salmon  ayant  detruit  les  dix  autres  ; ensuite 
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A.  BESNARD.  La  Biarriote.  1901.  (C.  145) 
Eau-forte,  pointe-seche,  roulette  et  grains.  230  X 170  mm. 
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le  cuivre  a ete  coupe),  Aupres  d’un  Mort , Le  Comte 
R.  de  Montesquiou  (le  meme  qu’avait  peint  Whistler), 
Fete  de  blonde , La  Robe  de  Soie , La  Mere  Malade , Le 
Dejeuner , planches  exquises,  etc.  Dans  le  portrait  de 
Madame  Besnard  (1884),  il  va,  a l’invitation  de  Legros, 
si  attentif  aux  techniques  du  passe,  jusqu’a  user,  dans 
le  modele  de  la  figure,  de  points  a la  van  Dyck. 

En  regard  de  ces  planches  isolees,  il  y a les  series  qui 
supposent  un  plan  precongu,  et  non  plus  l’improvisation, 
fille  du  caprice  ou  de  la  circonstance.  Pour  celles-la, 
Partiste  eut  bien  la  pensee  de  faire  une  oeuvre  definitive 
et  seule  la  gravure  lui  parut  convenir  a son  execution. 
Ce  sont  L’ Affaire  Clemenceau , pour  1 ’illustration  du  roman 
d’A.  Dumas  fils  (11  pi.),  Les  Perles  Rouges  (4  pi .),  Les 
Petites  V oluptes  (5  pi.),  La  Femme  (12  ph),  Elle  (26pl.). 
Ces  deux  dernieres  series  appellent  une  explication. 

M.  Besnard  est  un  “ fervent  ” de  la  femme,  mais 
pas  a la  maniere  d’un  Rops,  d’un  Degas,  d’un  Louis 
Legrand  ou  d’un  Boldini.  Il  aime  la  femme  pour  sa 
grace,  pour  sa  coquetterie,  pour  ce  que  son  exterieur 
apporte  de  clarte  et  de  gaite  ; il  l’aime  aussi  pour  ses 
tristesses  intimes,  pour  ses  douleurs,  pour  son  role  de 
Sysiphe,  sans  cesse  ecrase  par  le  rocher  social.  Son  art 
est  moins  d’un  sensuel  que  d’un  homme  qui  caresse, 
console  et,  helas  ! constate.  S’il  a plus  de  pitie  que 
de  desir,  si  ce  n’est  pas  l’aiguillon  de  la  chair  qui  le 
meut,  c’est  que  sous  la  Volupte,  il  apergoit  la  Mort. 
Telle  est  la  legon  que  ce  peintre  des  lumieres  con- 
trast ees  et  joyeuses  inscrit  dans  ses  eaux-fortes.  La 
Femme , c’est  la  coquette  (Flirt),  la  sentimentale  (Amour), 
la  mere  (Maternite),  l’adulee  (Triomphe)  et  c’est  aussi 
— voyez  combien  les  planches  sont  plus  nombreuses  ! — - 
Le  Viol,  La  Misere,  U Accouchement,  Le  Veuvage,  La 
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A.  BESNARD.  Le  Turban  ou  L’Aigrette.  1910.  (C.154) 
Eau-forte  et  pointe-seche.  195  X 170  mm. 
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Prostitution , Le  Suicide  et , pour  couronner  le  tout, 
U Apotheose,  une  pauvre  femme  nue,  au  corps  amaigri, 
qui  eleve,  dans  ses  mains  decharnees,  son  pauvre  coeur 
saignant  et  qui  a tout  souffert  ! “ Ce  siecle,”  ecrivait 

Michelet,  “ sera  celui  de  la  misere  et  de  Tabandon  de 
la  femme,  de  son  desespoir.”1  M.  Besnard  semble 
partager  ce  sentiment. 

Elle,  ce  n’est  plus  la  femme,  e’est  “ celle  qu’on  n’ose 
nommer,”  la  faucheuse  que  le  moyen-age  faisait  danser 
satiriquement  sur  les  murs  des  cimetieres,  avec  les  rois, 
les  papes,  les  seigneurs,  les  eveques,  comme  avec  les 
marchands,  les  bourgeois,  les  paysans.  Les  Danses  des 
Morts  etaient  la  protestation  du  peuple  contre  l’inegalite 
des  conditions,  et  e’est  pourquoi  le  moyen-age,  tant 
opprime  par  la  feodalite,  les  a multipliees. 

De  nos  jours,  elles  sont  de  venues  infiniment  rares. 
En  perdant  leur  utilite  politique,  elles  ont  perdu  leur 
vertu  d’enseignement.  L’allemand  Rethel,  avec  sa 
Danse  des  Morts  de  1848  et  sa  Mort  cruelle , Alphonse 
Legros,  qui  a grave  une  danse  des  morts  inspiree  de 
Rethel,  y ont  vu,  ce  dernier  surtout,  une  autre  face  des 
miseres  de  la  guerre,  de  Callot.3  C’est  la  Mort  guerriere 
qui,remplagant  Jehovah,  suscite  les  combats,  le  carnage, 
l’incendie  et  la  peste. 

Ce  qui  etait  figuration  exterieure,  M.  Besnard  l’a 
transforme  en  drame  psychologique.  Dans  une 
democratic,  la  Mort  n’a  plus  a precher  Tegalite,  puisque, 
theoriquement,  elle  est  obtenue  ; a l’epoque  de  “ paix 
romaine  ” ou  gravait  M.  Besnard  (1900  a 1905),  on  ne 
croyait  pas  que  le  dieu  des  batailles  derangerait  encore 

1 Michelet,  L' Amour,  p.  5. 

2 La  preoccupation  politique,  ou  tout  au  moins  l’actualite,  n’est  pas 
etrangere,  loin  de  la,  aux  compositions  que  Rethel  dessina,  en  1850,  apres 
l’avortement  de  la  revolution  allemande,  qui  avait  suivi  la  revolution  fran?aise 
de  1848.  Elle  est  totalement  etrangere  a Legros,  qui  n’y  a certainement  vu 
qu’un  exercice  pittoresque.  II  sera  curieux  de  savoir,  si  apres  l’enorme  tuerie 
de  1914  a 1918,  quelque  artiste  fera  a nouveau  “ danser  ” la  Mort.  Je  ne  le 
pense  pas. 
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A.  BESNARD.  Georges  Clemenceau.  1917.  (C.  167) 
Pointe-s6che.  300  X 240  mm. 
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sa  messagere  edentee  pour  les  grandes  hecatombes.  II 
restait  a la  Mort  Laide  de  la  neuresthenie,  de  la  maladie, 
de  l’alcool,  de  la  depravation,  du  decouragement,  de 
l’exces  de  travail,  de  l’exces  de  plaisirs,  de  Lexces  de 
miseres,  de  Laccident,  de  Legoisme  et  du  chagrin.  La 
Mort  ne  danse  plus,  elle  surveille,  elle  guette,  elle  attire. 
Tantot  elle  se  refuse  au  jeune  homme  desespere  d’amour 
qui  la  supplie,  tantot  elle  touche  au  front  l’artiste 
epuise  avant  Lheure  par  son  effort  incessant.  Ici,  elle 
tend  les  bras  a 1’homme  qui  deja  chancelle  sur  le  parapet 
de  la  tour  d’ou  il  se  precipite  ; la  elle  sort  furtive  de 
la  chambre  d’une  jeune  femme.  ...  La  Mort  n’est 
plus  Letrangere,  elle  est  en  nous-meme  ; elle  nous 
accompagne  comme  notre  “ double,”  elle  tourne  autour 
de  nous,  telle  notre  ombre,  avec  le  soleil.  Quand 
celui-ci  sera  descendu  derriere  Lhorizon,  Lombre  et  la 
Mort  feront  de  nous  leur  proie.  Cependant,  pour  fatale 
qu’elle  demeure,  Lecheance  sera  plus  ou  moins  avancee, 
selon  le  degre  de  notre  sagesse.  Si  nous  “ suivons  la 
nature,”  comme  le  conseillait  Lucrece,  nous  avons 
chance  de  ne  pas  mourir  trop  tot,  sinon  d'atteindre  a 
Lage  de  Philemon  et  Baucis.  Encore,  faut-il  compter 
avec  la  fatalite.  . . . 

La  serie  de  la  Mort  ne  fut  point  chez  M.  Besnard 
le  resultat  d’un  etat  passager,  comme  le  fut,  par  example, 
sa  grande  decoration  de  Lhopital  de  Berck.  Bien  qu’il 
ait  execute  les  26  planches  d ’Elle  en  quelques  mois,  a 
partir  de  la  fin  de  1900, 1 il  y pensait  depuis  sa  jeunesse. 
L’ecrire  fut  pour  lui  comme  un  fardeau  qu’on  depose. 
Depuis,  l’idee  funebre  La  moins  hante.  S’il  “ sent 
deja  son  soir  vaguement  s’etoiler,”  c’est  un  brillant 

1 Les  deux  premieres  furent  faites  a Biarritz.  Cette  serie  si  importante  n’a 
ete  tiree  qu’a  3 ex.  et  nous  avons  vu  qu’elle  appartient  a un  amateur  qui 
n’en  autorise  pas  la  reproduction.  On  ne  peut,  pour  la  gloire  de  l’artiste  et 
pour  l’interet  public,  que  le  deplorer. 
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A.  BESNARD.  Quatre  etudes  de  tetes  et  dun  enfant.  1893 
Lithographie.  279  x219  mm. 
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A.  BESNARD.  Petites  Pecheuses  de  Berck 
Eau-forte  et  pointe-seche.  115  x 175  mm 


crepuscule  qui  pour  lui  s’etale,  avec  ses  puissantes 
variations  des  jaunes,  des  oranges  et  des  rouges,  dont 
son  oeil  epris  de  couleur  se  rejouira. 


En  resume,  M.  Besnard  aime  plus  la  gravure  qu’il 
ne  la  pratique.  II  est  trop  pris  par  sa  peinture.  Ses 
portraits  si  personnels,  ses  grandes  decorations  ou  il 
inscrit  sa  conception  du  monde  et  de  la  societe,  a la 
fa<pon  dont  on  assure  que  les  sculpteurs  du  portail 
de  Notre-Dame  de  Paris  y placerent  le  secret  du  Grand 
(Buvre,  ne  lui  laissent  pas  le  loisir  de  jeter  sur  le  cuivre 
ses  autres  pensees.  A partir  de  1905,  la  serie  d’Elle 
terminee,  il  n’a  publie  que  26  eaux-fortes,  dont  les 
Petites  V oluptes  (5  pi.)  en  1913,  et  7 portraits  inspires 
par  la  grande  guerre,  de  1917  a 1918  : Le  roi  Albert  I 
(tres  curieuse  esquisse  au  vernis-mou),  1a.  reine  Elisabeth , 
le  Cardinal  Mercier,  Clemenceau  (entierement  a la 
pointe-seche),  Jules  Destree , Venizelos  et  Benoit  XV. 
Ce  n’est  point  une  production  fort  abondante,  mais 
c’est  une  production  de  haute  qualite. 

On  a pu  dire  que,  depuis  Delacroix,  nulle  organisa- 
tion d ’artiste  ne  s’etait  rencontree  a ce  point  feconde, 
evocatrice  et  variee.  Les  pages  que  la  pointe  de  M. 
Besnard  a ecrites,  ici,  prestes  comme  des  pages  d'album, 
la,  meditees  comme  des  tableaux,  ne  peuvent  que 
corroborer  le  jugement. 

Et  Lon  dira,  en  outre,  qu’il  a des  qualites  de  graveur 
(liberte  et  variete  de  facture,  souplesse  et  couleur  de 
pointe)  qui  recommandent  son  oeuvre  ; qu’on  y retrouve 
cette  alliance  de  la  pensee  et  de  la  forme,  privilege  des 
grands  artistes,  et  que,  dans  les  arts  graphiques,  il 
merite  de  tenir  une  place  aussi  importante  que  Carriere 
et  Rodin,  participant  de  l’un  et  de  l’autre  par  sa  vie 
interieure  et  par  sa  force  de  realisation. 
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THE  MODERN  WOODCUT 

By  HERBERT  FURST 

PART  II. 

S pointed  out  in  the  first  part  of  this  article, 
the  fundamental  difference  between  the 
modern  woodcut  and  all  the  older  works,  from 
the  German  block-book  of  the  early,  and  the 
Italian  illustrations  of  the  late,  15th  century,  down  to 
Bewick  and  even  Blake,  is  this  : that  it  is  mainly  and 
consciously  aesthetic  in  purpose,  whereas  in  all  the  older 
work  the  aesthetic  qualities  were  incidental- — I had 
almost  said  accidental. 

Disregarding  the  isolated,  and,  until  recently,  forgotten 
work  of  Edward  Calvert  one  may  say  that  the  era  of  the 
modern  woodcut  begins  with  the  last  decade  of  the 
19th  century  and  coincides  with  the  perfection  of 
photographic  process-reproduction.  The  coincidence  is 
of  course  not  fortuitous  : the  suppression  of  handiwork 
in  manufacture  generally,  and  in  illustration  in 
particular,  marks  the  triumph  of  the  gospel  of  economic 
valuation  and  so  calls  forth  a natural  protest  and  revolt 
against  its  hateful  and  heretical  tyranny. 

The  “ revolutionaries  ” frankly  recognised  and 
accepted  the  fact  that  if  a cut  is  to  be  no  more  than  a 
means  of  reproducing  designs,  the  photo-mechanic  can  do 
as  well  as,  if  not  better  than,  the  artist,  and  many  of 
them  had  no  objection  to  seeing  their  drawings 
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CHARLES  RICKETTS.  Venus’  Bird  Messenger 
Woodcut.  Size  of  original  3!  inches  diam. 
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reproduced  by  photographic  processes.  Theoretical  and 
practical  investigation  of  the  craft  convinced  them  that 
much  more  might  be  got  out  of  the  wood  if  the  actual 
work  of  cutting,  gouging  or  engraving  were  done  by  the 
creative  artist  himself  who,  not  slavishly  bound  to  the 
design,  could  alter  and  improve  upon  it  as  and  when 
material,  tool  or  the  moment,  prompted.  It  is,  then,  the 
establishment  of  the  artists  perfect  freedom  in 
expressional  methods  which  makes  the  modern  wood- 
print  a true  work  of  Fine  art  equal,  perhaps  even 
superior,  to  etching  or  any  other  method  that  interposes 
a “ process  ” between  the  graving  and  the  printing. 
The  woodcutter  alone  can  get  his  blacks  and  whites 
directly  and  in  solid  masses,  or  in  spiderweb  tenuity, 
exactly  as  he  manipulates  the  cutting  ; there  is  no  burr 
to  come  off,  no  “ foul  ” biting  to  be  feared.  He  can 
therefore  express  his  individuality  with  less  restraint. 
For  proof  of  this  contention  the  reader  need  do  no  more 
than  compare  the  accompanying  illustrations  with  one 
another  and  with  any  series  of  etchings. 

Recognising  this,  we  see  the  new  movement  advancing 
in  two  stages  corresponding  to  the  older  and  the  younger 
generation  of  to-day,  and  in  three  “ formations  ” 
corresponding  to  the  three  temperamental  differences  of 
approach  : the  illustrative,  the  decorative  and  the 
expressive.  I am  aware  of  doing  a little  violence  to  the 
English  language  by  speaking  of  a decorative  or 
illustrative  “ temperament  ” but  the  distinction  is 
intelligible  and  convenient.  The  “ illustrative  ” tem- 
perament occupies  itself  with  wood-engraving  as  a means 
of  book  illustration  and  builds  its  composition  with  the 
mortar  of  literary  allusion.  The  “ decorative  ” tem- 
perament is  pre-occupied  with  decorative  effects,  whilst 
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CHARLES  RICKETTS.  The  Prodigal  Son 
Woodcut.  Size  of  original  3 f-  X 3 .!s  inches 
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the  “ expressive  ” temperament  is  mainly  concerned 
with  giving  utterance  to  its  aesthetic  emotions  without 
having  any  other  definite  purpose  in  view. 

The  two  stages  of  advance  happen  to  be  marked  by  two 
public  exhibitions  in  London.  The  older  generation 
held  their  “ First  (and  only)  Exhibition  of  Original 
Wood-engraving  ” at  the  Dutch  Gallery,  in  December 
1898  : the  younger  generation  formed  quite  recently  a 
“ Society  of  Wood-engravers  ” and  held  their  “ First 
Annual  Exhibition  ” at  the  Chenil  Gallery  in  November, 
1920.  The  only  artist  represented  on  both  occasions 
was  Lucien  Pissarro.  The  1898  Exhibition  was  small 
but  representative,  including  as  it  did  C.  Ricketts, 
C.  Shannon,  T.  S.  Moore,  R.  Savage,  L.  Pissarro  and 
W.  Nicholson,  and  the  fact  that  only  one  of  these 
names  reappears  in  the  catalogue  of  the  1920  exhibition 
is  I think  indicative  of  the  change  that  has  since  taken 
place  in  the  aesthetic  world.  I propose  therefore  to 
deal  separately  with  each  generation. 

The  Older  Generation. 

Amongst  the  group  of  artists  whose  work  was  intended 
definitely  for  the  printed  page,  Charles  Ricketts  stands 
foremost,  not  only  because  he  did  exquisite  work  himself 
but  also  because  he  inspired  artists  and  incited  laymen 
to  assist  him  in  rescuing  the  craft  of  “ book-building,” 
from  fount  to  cover,  from  the  slough  of  mechanic 
degradation  into  which  commercialism  had  pushed 
it.  Partly  of  Latin  extraction,  Ricketts  with  his 
leanings  towards  the  early  Italian  Renaissance  and 
ultimately  to  Platonic  Greece  represents  the  aristocratic 
South  opposed  to  William  Morris’s  Gothic-Guild- 
Socialistic  North.  Morris,  too,  was  inclined  to  be 
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satisfied  aesthetically  with  imitation  of  the  past,  whilst 
with  Ricketts  it  has  always  been  a question  of  well 
digested  adaptation.  Whilst  Morris  gathered  a number 
of  people  around  him  who  worked  under  him,  who  carried 
out  his  designs,  the  artists  around  Ricketts  worked  with 
him.  Even  the  extraordinary  influence  he  exercised 
oyer  Charles  Shannon,  his  collaborator  in  the  first  two 
important  books  they  illustrated  with  woodcuts,  viz., 
“ Daphnis  and  Chloe  ” (1893)  and  “ Hero  and  Leander  ” 
(1894)  is  shown,  not  by  a slavish  relationship  as  between 
designer  and  engraver,  but  in  an  equal  share  of  all  the 
labour  involved.  The  “Daphnis  and  Chloe”  contains 
37  woodcuts,  of  which  15  were  from  designs  by  Shannon, 
and  the  rest  by  Ricketts,  and  the  cutting  was  done  by  both. 
The  manner  of  these  illustrations  was  deliberately  based 
on  the  “ Hypnerotomachia  di  Poliphilo,”  and  one  need 
not  be  afraid  to  say  that  it  is,  as  a book  production, 
better  than  its  prototype  in  every  respect  by  reason 
of  its  consciously  achieved  and  sustained  aesthetic  unity. 
The  “ Hero  and  Leander  ” illustrations,  seven  in  number, 
whilst  showing  traces  of  early  Tuscan  influence,  are  more 
original,  though  it  clearly  belongs  to  the  Burne-Jones 
“complex.”  This  is  even  more  pronounced  in  the  two 
“ Cupid  and  Psyche  ” editions,  then  in  statu  nascendi , but 
not  issued  until  the  foundation  in  1896  of  the  Vale  Press 
by  Charles  Ricketts  and  L.  Hacon.  For  this  Press 
Ricketts  designed  and  cut  not  only  the  majority  of  the 
illustrations  but  also  the  title  pages,  borders  and  initials. 
It  is  impossible  in  the  space  at  my  disposal  to  dwell  on 
the  amount  of  thought  and  work  that  this  involved, 
nor  can  I discuss  the  merits  of  the  cuts  in  detail  ; I must 
content  myself  with  the  mention  of  the  principal  works. 
There  is  first  of  all  the  frontispiece  for  the  “ Early  Poems 
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REGINALD  SAVAGE.  Behemoth 

Woodcut.  Size  of  original  12  X 8 -f  inches 


of  John  Milton”;  next,  one  of  the  finest  wood-engravings, 
the  frontispiece  for  the  “ Spiritual  Poems  by  John  Gray” ; 
then  the  frontispiece  for  the  “ Nymphidia  and  the  Muses’ 
Elizium  ” by  Michael  Drayton,  and  those  for  the  “ Book 
of  Thel  ” by  Blake  (quite  unlike  Blake  in  manner),  and  for 
the  “ Sacred  Poems  ” by  Henry  Vaughan  ; next,  the  won- 
derfully ingenious  six  circular  illustrations  for  the  English 
version  of  Apuleius’  “ Cupid  and  Psyche,”  1897,  followed 
much  later  (1901)  by  the  five  rectangular  woodcuts  for  the 
Latin  text  of  the  same  book.  Venus’  Bird  Messenger , here 
reproduced  from  the  earlier  edition,  is  a good  and  most 
typical  Ricketts.  Then  there  are  the  frontispieces  for 
“ Blake’s  Poetical  Sketches  ” and  for  the  “ Rubaiyat,” 
also  three  woodcuts  for  “ Danae,”  a poem  by  Sturge 
Moore,  and  the  delightful  little  frontispiece  for  the 
“ Bibliography  of  Books  printed  by  Hacon  and  Ricketts  ” 
after  the  signboard  by  Shannon . Lastly,  there  are  the  ten 
cuts  for  the  “ Parables  of  the  Gospels.”  These  were — 
with  the  possible  exception  of  a woodcut  for  an  unpub- 
lished Symposium  of  Plato — the  last  woodcuts  executed 
by  him  ; they  differ  in  style  from  the  rest,  having  lost 
all  trace  of  Italian  and  even  Pre-Raphaelite  influence. 

As  to  the  information  which  collectors  would  most 
desire,  namely  about  existing  proofs,  the  matter  is 
difficult  as  the  artist  has  kept  no  records.  It  would 
therefore  require  more  laborious  investigation  than  the 
present  occasion  demands.1 

1 Mr.  Campbell  Dodgson  was  good  enough  to  place  the  following  notes  at 
my  disposal  : Prints  of  “ Daphnis  and  Chloe  ” on  old  paper  : It  was  intended 
to  issue  six  sets  of  these  in  portfolio  form,  but  the  printing  proved  difficult, 
and  in  all  enough  for  three  sets  only  remained,  besides  a few  odd  proofs.  The 
portfolio  was  to  have  contained  twelve  prints.  A few  beautifully  printed 
proofs  of  the  same  subjects  are  in  existence  printed  in  various  shades  of  brown 
and  red  (exhibited  in  1898).  The  prospectus  of  “ Daphnis  and  Chloe,”  issued 
in  1892,  contains  two  woodcuts  not  issued  in  the  book.  Six  subjects  from  the 
Parables  were  definitely  issued  as  proofs  printed  on  India  paper ; twelve  copies 
of  each  subject  were  so  printed,  and  published  in  1904.  (Society  of  Twelve.) 
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CHARLES  SHANNON.  The  Porch 
-Woodcut.  Size  of  original  5 J inches  diam. 
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Charles  Shannon,  though  so  closely  identified  with  the 
production  of  the  “ Daphnis  and  C-hloe  ” and  “ Hero  and 
Leander  ” woodcuts,  has  not  the  “ illustrative  ” tempera- 
ment, which  like  Ricketts’  dwells  naturally  on  literary 
allusion,  as  the  true  illustrator’s  should.  Shannon  has 
distinctly  the  “ decorative  ” mind  and  we  have  from 
his  hand  a set  of  twelve  circular  chiaroscuro  prints, 
intended  originally  as  designs  for  porcelain  plates.  Some 
of  these  have  appeared  in  “ The  Dial  ” and  in  “ The 
Artist  Engraver,”  but  they  were  never  actually  published, 
though  the  artist  has  sold  a number  of  signed  proofs 
of  these  delightful  prints  planned  as  “ Seasons  ” or 
“ Months.”  Shannon  however  gave  up  woodcutting  for 
lithography. 

Closely  associated  with  Ricketts  and  definitely 
possessed  of  the  “ illustrative  ” temperament  is  Sturge 
Moore,  whose  woodcuts  seem  in  a mystic  manner  the 
exact  equivalent  of  his  literary  style.  They  are  very 
carefully  wrought,  full  of  curious  “ conceits,”  and  often 
a little  involved;  they  have, like  Ricketts’, much  delicate 
work,  without  his  grace  of  line,  but  with  more  emotional 
intensity,  more  “ heart.”  Sturge  Moore  has  engraved 
more  than  seventy  blocks,  including  ten  bookplates,  of 
which  latter  the  fiery  design  for  “ George  Yeats  ” is  the 
most  striking,  but  the  one  for  Mr.  Campbell  Dodgson 
the  most  beautiful,  in  composition  and  feeling.  The 
majority  of  Moore’s  woodcuts  were  however  done 
between  1892  and  1902,  and  are  either  illustrations  for 
existing  books  or,  like  the  striking  “ Pan  ” series,  cuts 
for  which  he  intended  to  write  prose  poems.  For  the 
Vale  Press  he  executed  three  designs  illustrating  Guerin’s 
“ The  Centaur  and  the  Bacchante  ’’and  eight  designs  for 
“ Poems  from  Wordsworth,”  of  which  only  six  were 
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T.  STURGE  MOORE.  Pan  Island 

Woodcut.  Size  of_original  7f  X 5 inches 


included  in  the  volume.  For  Pissarro’s  Eragny  Press  he 
supplied  five  designs  for  his  own  book  of  poems  “ The 
Little  School  ” and  three  delightful  illustrations  for 
“ Peau  d’Ane.”  In  1905  Van  Wisselingh  had  published 
a portfolio  of  ten  woodcuts  entitled  “ Metamorphoses  of 
Pan  and  other  woodcuts.”  The  edition  was  limited 
to  twelve  copies  only  and  the  portfolio  contained  Pan 
Island , Pan  Cloud , Pan  Echo , and  the  finest  of  the  whole 
series  Pan  Mountain , The  Spirit  of  the  Waterfall , Open 
Secret,  and  four  others  ; but  this  enumeration  seems 
useless.  Sturge  Moore  made  a regular  practice  of 
printing  proofs  and,  with  the  exception  of  the  blocks 
destroyed  in  the  Ballantyne  Press  fire  along  with  others 
by  Ricketts  and  Shannon,  most  of  his  woodcuts  are 
still  obtainable  in  excellent  proofs  not  printed  in  the 
machine  but  by  “ rubbing.”  Prints  also  appeared  in 
such  publications  as  “ The  Artist  Engraver  ” ( The 
Sermon  on  the  Mount  and  Go,  Wash!)  and  “The  Dial” 
( Pan  Island,  The  Hare  is  Running,  from  Wordsworth, 
Baby  Giants , etc.).  Pan  and  Psyche  appeared  in  “ The 
Venture,”  and  The  Centaur  s First  Love  in  “ Form.” 
But  these  matters  can  only  satisfactorily  be  dealt  with 
in  proper  iconographical  form  and  I must  confine  myself 
to  stating  that  for  quaintness  of  conceit  ( The  Centaur  s 
First  Love),  for  quiet  humour  ( Centaurs  Talking),  for 
grandeur  (Pan  as  an  Island),  for  impressiveness  of  line 
(The  Death  of  the  Dragon),  for  serenity  (As  in  a Grove 
I sat),  Sturge  Moore  has  not  been  rivalled  by  any  other 
modern  woodcutter.  Nevertheless  his  qualities  demand 
for  their  appreciation  a mood  to  which  our  restless  age 
is  unaccustomed. 

Reginald  Savage  is  another  artist  belonging  to  this 
circle,  but  whilst  I have  found  many  of  his  pen  and  ink 
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LUCIEN  PISSARRO.  Les  Bucherons 
Woodcut.  Original  size 


279 


designs,  things  of  permanent  and  exquisite  beauty,  I 
think  that  only  his  Behemoth  printed  in  “ The  Dial  ” 
is  a woodcut  of  unquestionable  and  outstanding  merit.1 

Closely  associated  with  Ricketts  and  his  circle  and 
himself  subsequently  a printer  and  founder  of  the 
Eragny  Press,  Lucien  Pissarro  came  to  England  in 
1883,  being  driven  out  of  his  country  owing  to  the 
hostility  of  his  fellow  artists  against  his  direct  and 
unorthodox  manner  of  cutting  wood.  He  settled  in 
this  country  definitely  ten  years  later  and  has  produced 
here  a long  series  of  excellent  books  printed  in  his  own 
type  and  illustrated  by  woodcuts,  mostly  in  colour. 
But  in  spite  of  this  achievement  I would  not  call  his 
temperament  “ illustrative.”  As  the  son  of  one  of  the 
most  eminent  Impressionists,  and,  moreover,  an  ardent 
admirer  of  Charles  Keene’s  work,  his  conception  is  more 
literal  than  literary ; his  line  is  “ pictorial  ” and  realistic, 
rather  than  cali graphic  and  idealising,  like  Ricketts’ 
or  Savage’s.  He  loves  tone  and  colour  and  was  able 
therefore  to  reproduce  his  father’s  work  in  colour- 
woodcuts  that  are  marvels  of  chromatic  economy.  In 
his  work  he  was  assisted  by  his  wife  Esther  Pissarro  who 
cut  the  key  blocks  from  his  designs,  whilst  he  made  the 
colour  blocks.  His  woodcuts  are  therefore  not  so 
directly  expressions  of  his  temperament  and  do  not  really 
come  within  the  purview  of  this  article,  except  such 

1 Mr.  Dodgson  Was  good  enough  to  furnish  me  with  the  following  list  of 
Woodcuts  by  Reginald  Savage,  published  by  the  Essex  House  Press. 

1 Venus  and  Adonis,  Shakespeare’s  Poems,  1899. 

2 Bunyan,  Pilgrim’s  Progress,  1899.  3 John  Woolman’s  Journal,  1900. 

*4  Keats,  Eve  of  St.  Agnes,  1900.  *5  Spenser,  Epithalamion,  1901. 

*6  Milton’s  Comus,  1901  *7  Dryden,  Alexander’s  Feast. 

*8  Heine’s  Poems,  1903.  *9  Tennyson’s  Maud,  1905.  (cut  by  Clemence 

Housman,  partly  designed  by  Laurence  Housman.) 

10,  11,  12  Three  Illustrations  to  Hood’s  Miss  Kilmansegg,  1904,  the  first 
cut  by  R.  Savage,  the  others  by  Clemence  Housman. 

* From  the  Vellum  Series. 
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blocks  as  Les  Bucher ons,  here  reproduced,  and  many  of 
his  earlier  black  and  white  blocks. 

Ludovic  Rodo,  his  brother,  only  recently  settled  in 
this  country,  has  also  a large  number  of  boldly 
naturalistic  and  humorous  woodcuts  to  his  credit. 

The  last  name  associated  with  Ricketts  and  the 
exhibition  of  1898,  is  William  Nicholson.  Nicholson  is 
quite  definitely  not  an  illustrator  but  a decorator  : his 
woodcuts  are  admirable  wall  decorations.  As  one  of  the 
“ Brothers  Beggarstaff  " he  helped  to  bring  about  an 
entire  revolution  in  English  poster  design,  and  it  is  this 
convention  of  the  poster,  the  heavy  massing  of  solid 
black,  which  he  has  so  skilfully  applied  to  his  woodcuts. 
His  London  Types  of  1898,  his  Alphabet  and  the  Almanac 
of  Twelve  Sports , all  published  by  Heinemann,and  in  each 
case  with  a “ special  edition  printed  from  the  Original 
wood  and  hand-coloured  and  signed  by  the  Artist/' 
are  probably  still  remembered  and  familiar  to  all  : the 
same  applies  to  his  Twelve  Portraits  (of  1899),  amongst 
which  Queen  Victoria  walking  with  her  dog,  is  one 
of  the  best  things  he  has  done.  But  the  “ hand-coloured  " 
shows  that  however  skilful  and  ingenious  was  Nicholson's 
bold  black  pattern  relieved  by  buff  tones  and  touches 
of  colour,  and  however  legitimate  the  process  may 
be  for  the  purpose  intended,  it  is  not  certain  that  his 
method  can  fairly  be  included  in  the  kind  of  woodcut 
we  have  set  ourselves  as  a standard. 

Not  associated  with  the  Ricketts  group,  though  he  did 
furnish  some  woodcuts  as  Bible  illustrations  for  the 
Essex  House  Press,  and  worked  at  the  same  period, 
is  the  late  William  Strang,  R.A.  Strang’s  temperament 
is,  in  spite  of  his  numerous  illustrative  etchings,  not 
illustrative  but  “decorative"  and  “expressive.”  His 
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attitude  towards  the  woodcut  too,  was  more  akin  to 
Pissarro's.  He  designed  a great  number,  e.g.,  the 
Book  of  Giants  published  by  the  Unicorn  Press,  the 
aforementioned  Bible  illustrations  cut  by  Alexander 
Miller,  and  the  ten  chiaroscuro  cuts  entitled  The  Doings 
of  Death , published  in  1902,  for  which  the  artist  only  made 
the  tone  blocks,  leaving  the  cutting  of  the  key  blocks 
to  Bryden  and  Sleigh.  Macmillan’s  “ Artist  Engraver  ” 
contained  a chiaroscuro  of  The  Bath , but  this  was,  I 
believe,  cut  by  his  son  David.  These  facts  make  it 
clear  that  Strang  did  not  attach  as  much  importance  as 
we  do  to  the  artist's  part  in  the  cutting.  There  is 
however  one  remarkable  cut  which  corroborates  our 
view  that  Strang's  temperament  was  “ decorative  " : 
it  is  called  Ploughing  and  was  published  at  the  price 
of  a few  shillings  by  the  Art  for  Schools  Association. 
This  extraordinary  cut  measures  five  feet  by  six  feet 
and  is  probably  therefore  the  largest  wood-print  ever 
designed  and  cut  by  the  same  hand.  It  is  composed 
of  nine  blocks,  each  measuring  24  in.  by  20  in.  There 
is  of  course  no  merit  in  mere  size,  large  or  small,  nor  will 
Strang's  tour  de  force  commend  itself  to  the  collector  ; 
nevertheless  Ploughing  is  an  excellent  black-line  cut, 
which  ought  to  have-  fulfilled  its  purpose,  that  of 
decorating  schoolroom  walls.  It  failed  : partly  because, 
as  the  artist  told  me,  it  represents  a Scotch  plough, 
not  an  English  one,  but  probably  more  because  so  many 
of  those  responsible  for  the  aesthetic  welfare  of  the 
people  had,  and  have,  an  irrational  preference  for 
“ Old  Masters."  It  is  to  be  seen,  framed,  as  an  ornament 
of  several  of  the  leading  German  print-rooms. 

The  next  on  our  list  is  that  somewhat  eccentric,  but 
undoubted,  genius,  Gordon  Craig.  Craig’s  woodcuts  are 
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FRANK  BRANGWYN.  Via  Dolorosa 
Woodcut.  Size  of  original  i5iX7f  inches 


an  integral  part  of  the  man  and  his  mission,  “ The 
Modem  Theatre.”  They  are  all  “ decorative  ” but  not 
in  the  sense  of  wall  decorations  ; they  are  also 
“ illustrative  ” but  not  in  the  literary  sense  ; they  are 
distinctly  44  expressive  ” too,  but  definitely  associated 
with  his  writing.  Of  his  delightful  magazine  “ The 
Page  ” published  in  1898-1899,  an  art  critic  of  the  period 
wrote  : “ The  illustrations  of  this  dainty  small  quarto 
in  its  brown  paper  wrapper  are  all  cut  on  wood  by  its 
proprietor  and  if  by  the  naivete  of  their  technique 
they  disarm  criticism,  the  feeling  and  genuine  originality 
of  not  a few  compel  not  merely  appreciation,  but 
expectation  that  one  who  has  done  eleven  numbers  so 
well  needs  but  more  wide  support  to  do  still  better.” 
Our  comment  on  this,  to-day,  is  that  they  do  not  disarm 
but  defeat  criticism  by  reason  of  the  superiority  of  their 
technique,  nor  are  they  naive  in  the  childlike  sense  ; 
on  the  contrary,  Craig  seems  to  invent  a new  method 
for  every  nuance  of  his  expression.  Again  and  again 
one  is  struck  not  only  by  the  witful  (geistreich) 
manner  in  which  he  expresses  them  : white  line, 
black  line,  manure  crihlee , solid  blacks,  broken  whites, 
knife,  graver,  gouge  work;  no  device  is  overlooked. 
The  leaves  of  “The  Page,”  “The  Mask”  and  “The 
Marionette,”  of  the  “ Dido  and  Aeneas  ” programme  of 
the  Hampstead  Conservatoire  performance  in  May  1900, 
and  the  “ Weisse  Richer  ” illustrations  done  for  Hugo  von 
Hofmannsthal's  play  and  published  in  Leipzig,  teem  with 
examples  of  his  temperament  and  skill.  His  large  grey 
decorative  cuts  shown  at  the  1920  Exhibition  without 
titles  baffle  me  at  present,  their  raison  d'etre,  pending  the 
artist’s  promised  explanation,  is  not  obvious,  but  there 
are  dozens  of  his  magazine-decorations  and  bookplates 
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GWENDOLEN  RAVERAT.  Nativity 
Woodcut.  Size  of  original  3^x3^  inches 


which  are  delightful  to  look  at  and  a great  many  of 
them  are  published  in  proof  form  and  were  exhibited 
at  the  Baillie  Gallery  in  1902  ; but  of  all  The  Good  Grey 
Poet , Walt  Whitman,  which  graced  “ The  Page/’ 
vol.  ii,  1899,  a small  white  line  cut,  is  my  particular 
favourite,  it  is  also  one  that  can  stand  as  an  independent 
“ picture/’1 

With  Craig,  whose  point  of  view  is  between  the  two 
generations,  we  have  arrived  at  the  threshold  of  to-day 
and  the  1920  Society  of  Wood-engravers.  But  before 
discussing  the  work  of  other  members  of  this  Society,  we 
must  first  mention  the  woodcuts  produced  by  Frank 
Brangwyn,  R.A.,  who,  judged  by  the  date  of  his  birth, 
belongs  to  the  older  generation,  but  by  the  date,  if  not 
manner,  of  his  work,  is  even  “ younger  ” than  some  of  the 
youngest.  Brangwyn,  though  he  had  in  his  early  days 
practised  commercial  wood-engraving,  only  took  up 
wood-cutting  as  a pastime,  and  as  an  unfettered 
expression  of  his  temperament  when  a protracted  illness 
kept  him,  in  the  second  year  of  the  war,  bedridden  and 
unable  to  do  more  strenuous  work.  As  to  his  manner, 
it  is  both  “ decorative  ” and  “ expressive  ” ; he  has  no 
natural  affinities  with  literature  though  his  finest  and 
most  carefully  engraved  works  are  the  Illustrations  for 
Emile  Verhaeren’s  Poems,  published  by  Pelletan  of 
Paris.  Brangwyn,  as  an  artist,  is  like  a certain  type  of 

1 As  to  the  existence  of  “proof”  states  of  Mr.  Craig’s  cuts,  the  artist 
writes  me  as  follows  : “ Up  to  1912-13  I was  pretty  careless  of  my  cuts — in 
that  I just  pulled  a proof  or  two — altered  the  block,  threw  it  in  the  press,  and 
let  them  use  the  block  and  smash  it  often  in  whatever  journal  I was  issuing 
at  the  time,  ‘ Page  ’ or  ‘ Mask.’  But  when  I engraved  my  other  designs 
which  were  not  for  immediate  use  in  any  journal — I took  some  pains  to  pull 
careful  proofs  or  prints  of  each  state — in  some  cases  I altered  the  block  four 
or  five  times,  and  pulled  three  or  eight  or  ten  prints  of  each  state,  and  finally 
fixed  30  to  50  as  the  number  of  pulls  to  be  taken  of  the  final  state.”  On 
the  illustration  appearing  in  these  pages,  the  artist  makes  the  following  com- 
ment : “ It  has  not  been  reproduced  before.  I have  printed  no  copies  only 
of  this  the  last  state  of  the  block  (the  5th  state)  With  one  or  two  pulls  of 
each  previous  state.” 
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ETSICUT  MOYSES  EXALTAVITSERPENTEMIN 
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VITAM  /ETERNAM 


ERIC  GILL.  Et  Sicut  Moyses 
Woodcut.  Size  of  original  6^  X3!  inches 


gentleman  : Nature’s  own.  It  does  not  matter  what 
he  takes  up,  it  is  done  with  natural  mastery  and  master- 
fulness. His  woodcuts  are  simple  unsophisticated 
expressions  of  his  temperament.  They  betoken,  as 
their  principal  raison  d’etre,  the  true  artist’s  keen 
pleasure  in  handling  tool  and  material.  They  are 
consequently  remarkable  on  account  of  their  absolutely 
direct  technique  ; the  best  of  them  being  “ dug  ” out  of 
the  wood,  white  on  black,  for  the  most  part  drawn  with 
the  tool  itself.  As  sheer  woodcuts,  that  is,  as  things 
that  would  not  have  been  produced,  and  could  not 
easily  have  been  produced,  by  any  other  method, 
Brangwyn’s  have  never  been  surpassed.  A list  of 
his  cuts,  many  of  which  have  never  been  printed  or 
published,  is  being  compiled.  Meantime  it  can  only 
be  stated  that  a large  number  were  done  for  the  Italian 
Magazine  “ Eroica  ” including  the  impressive  and 
accusatory  Via  Dolorosa  and  the  Fair  Wind,  both  of 
which  appeared  also  in  “ Form.”  The  Exodus,  a troup 
of  Refugees,  is  another  large  cut  which  was  published 
by  John  Lane  in  “ Prints  and  Drawings  by  Frank 
Brangwyn.”  Several  good  examples  are  given  in  the 
“ Modern  Woodcutter  ” series,  notably  The  Nun  and 
a small  sunlit  landscape  done  direct  on  the  wood  from 
nature  which  is  really  much  more  remarkable  than  it 
appears  at  the  first  glance. 1 

The  following  artists  of  the  older  generation  should  not 
pass  without  mention — Bryden,  who  did  a series  of  broad 
Portrait  woodcuts,  published  by  J.  M.  Dent  & Sons, 
and  Bernard  Sleigh,  whose  Piers  Plowman  appeared 
in  “ The  Artist  Engraver  ” ; but  they  lack  what  one 

1 H.  G.  Webb’s  able  cuts  after  Brangwyn,  and  nearly  all  marked  with  the 
engraver’s  initials,  must  not  be  confused  with  the  artist’s  own  work. 
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GWENDOLEN  RAVERAT.  Sheep 
Woodcut.  Size  of  original  2 J X 3 inches 


may  call  “ sensibility,”  just  as  the  exceedingly  com- 
petent and  “ woody,”  but  uneventful  landscape- — and 
architectural — cuts  of  Sydney  Lee  lack  venturesomeness — 
and  Art  is  nothing  if  it  is  not  sensitive  and  adventurous. 

The  Younger  Generation. 

The  Younger  Generation  are  the  “ Artist- Venturers  ” : 
they  are  out  to  discover  new  fields.  They  scorn,  for  the 
most  part,  the  ideals  of  the  preceding  age  and  the 
association  of  art  with  literature.  A multitude  of 
theories  have  sprung  up  since  the  “ nineties  ” and  have 
tended  to  entice  the  artist  away  from  the  pursuit  of 
practical  artistry  into  the  pastures  of  aesthetic  specula- 
tion. The  peace  of  the  world  showed  signs  of  dis- 
integration, some  time  before  it  was  destroyed  by  the 
war — one  need  only  remember  the  fulminations  of  the 
“ Futurists  ” in  1911.  It  must  therefore  not  be  expected 
that  the  younger  generation,  many  of  them  fresh  from 
the  battlefields,  would  settle  down  to  that  serene 
aloofness  and  aesthetic  sensibility — sentimentality  they 
would  call  it — which  characterised  the  “ nineties.”  The 
importance  of  the  machine,  the  close  interactive  unity 
of  its  component  parts,  has  deeply  impressed  itself  on 
the  mind  of  the  impressionable,  and  finds  its  outlet  in  a 
preference  for  decided,  unequivocal  forms,  unbroken  and 
unsoftened  by  the  atmosphere  of  nature  or  the  mist  of 
dreams.  Even  when  they  hark  back  to  older  forms  it 
is  the  harsh  Byzantine  gloom  or  the  angular  Egyptian 
rhythm  rather  than  the  suave  Renaissance  grace  which 
they  seek  to  recover. 

Among  the  principal  members  of  the  1920  Society  of 
Wood-Engravers  is  the  sculptor,  Eric  Gill.  His  device 
for  the  poster  of  the  Society,  a green  tree  transfixed  by 
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ROBERT  GIBBINGS.  Hamrun 

Woodcut.  Size  of  original  7 X nj  inches 


a red  graver,  at  once  marks  him  out  as  a consummate 
artist  and  craftsman.  There  are  few  cuts  of  Eric  Gill’s 
that  one  does  not  admire,  but  there  are  also  few  which 
do  not  grate  on  one  a little  by  reason  of  a persistent 
affectation  of  ascetic  Byzantine  mannerisms.  There  is 
also  a further  quality  with  which  one  may,  I think 
legitimately,  find  fault  : his  technique  is  not  essentially 
“ woody  ” in  character  ; it  reminds  one  of  cut  brass, 
or  rather  of  rubbings  taken  from  brasses.  In  spite  cf 
these  defects  Gill  is  an  artist  of  quite  exceptional  gifts. 
Such  a page  for  example  as  Et  Sicut  Moyses , reproduced 
here,  is  a masterpiece  of  invention,  drawing,  distribution 
of  black  and  white  and  perfect  simplicity  of  design. 
Most  of  Gill’s  woodcuts  were  done  for  religious  purposes 
and  present  consistently  a primitive  Christian  character. 
The  Way  of  the  Cross,  a series  of  14  woodcuts,  with 
English  and  Latin  text,  after  his  stone  carved  Stations 
of  the  Cross  in  Westminster  Cathedral,  are  remarkable 
examples  of  eloquent  pattern.  A list  of  his  woodcuts 
has  been  published1  and  most  of  them  are  readily 
obtainable. 

Somewhat  affected  by  Eric  Gill’s  Byzantinism  in 
certain  aspects  of  her  work  is  Gwendolen  Raverat, 
another  member  of  the  Wood-Engraver’s  Society. 
Mrs.  Raverat  (a  daughter  of  Sir  George  Darwin)  is 
undoubtedly  one  of  the  most  gifted,  and  certainly  the 
most  versatile,  woodcutter  and  wood-engraver  of  the 
younger  generation.  Her  “ oeuvre  ” already  exceeds  a 
hundred  blocks  and  there  is  neither  the  space  nor  the 
possibility  of  giving  an  adequate  description  of  her  work. 
The  reader  will  find  a fair  collection  of  specimens 
reproduced  in  the  “ Modern  Woodcutter  ” series.  He 

1 By  Douglas  Pepler,  St.  Dominic’s  Press,  Ditchling,  Sussex. 
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JOHN  NASH.  Dog  on  a Mat 
Woodcut.  Size  of  original  2|  x 2 ^ inches 
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will  there  be  able  to  judge  how  she  succeeds  in  expressing 
a number  of  quite  different  moods,  from  the  naturalistic 
and  meticulously  wrought  little  engravings  of  landscapes 
to  the  broadly  and  decoratively  treated  “ soft  wood  ” 
cuts. 

Such  prints  as  the  following,  most  of  which  are  not 
contained  in  the  book,  are  amongst  her  best  : Clerk 
Saunders , originally  published  as  a ballad-sheet  ; Flying , 
a strange  piece  of  imaginative  invention  ; Gypsies,  a 
bold  white  in  black  composition  ; The  Manger , a skilful 
white  line  engraving  ; Autumn  Morning  and  Full  Moon 
and  The  Diick  Pond , one  of  her  latest  cuts. 

Another  promising  member  of  the  Society  is  Robert 
Gibbings,  whose  geometric  and  vigorous  simplifications 
of  landscapes  and  figure  subjects  are  conceived  with 
imagination  and  cut  with  skill,  more  particularly  the 
landscapes  in  which  the  degree  of  naturalism  combined 
with  a satisfying  aesthetic  pattern  is  sometimes  quite 
remarkable.  The  illustration  here  given  is  a good 
example,  but  it  also  shows  that  whilst  his  rich  velvety 
black  is  characteristic  of  the  wood  and  of  good  printing, 
the  actual  straight  edge  cutting  suggests  the  harder 
surface  of  metal.  Amongst  his  best  things  we  mention  : 
Melleha — Malta,  Fowey  Harbour,  A Street  in  Macedonia, 
Dublin  in  Snow,  and  Hamrun,  here  illustrated.  In  his 
colour-printing  and  figure-subjects  he  is  as  yet,  I feel, 
not  quite  so  convincing. 

Eric  Dagleish,  Rupert  Lee,  exhibiting  non-members, 
and  John  Nash,  a member  of  the  Society,  specialize  in 
animals — each  in  a different  way — but  John  Nashs 
manner  of  using  the  simplest  subject  as  the  material  for 
an  aesthetic  “ wood-design  ” in  black  and  white  is  both 
pleasing  and  accomplished.  Paul  Nash,  his  elder  brother, 
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EDWARD  WADSWORTH.  Black  Country 
Woodcut.  Size  of  original  4^  X 5-f  inches 


is  also  devoting  himself  to  wood-engraving  and  has  done 
at  least  two  “ abstract  ” landscapes  that  are  pleasant 
arrangements  of  black  and  white. 

Inspired  by  the  War,  Edward  Wadsworth,  not  a 
member  of  the  Society,  executed  a number  of  naval 
subjects,  such  as  Minesweepers , Drydocked,  Tugs , as 
well  as  some  abstract  landscapes,  in  which  he  built  up 
flat  and  cubic  geometrical  forms  into  black  and  white  and 
“ half -toned  ” abstract  representation  ( e.g .,  a landscape 
Riponelli).  Since  then  the  pictorial  possibilities  of 
his  native  soil  “ the  Black  Country,”  which  he  discovered 
and  exploited  aesthetically  in  a series  of  pen-drawings 
and  woodcuts,  have  caused  him  to  discard  his  geometric 
manner  in  favour  of  naturalism,  albeit  disciplined  and 
carefully  pruned  of  purely  representational  details. 

Wadsworth’s  work  clearly  marks  the  distance  we  have 
travelled,  aesthetically,  since  the  days  when  Ricketts 
started  his  Daphnis  and  Chloe.  We  have  arrived  at  the 
woodcut  which  is  to  be  judged  primarily  as  the  expression 
of  an  aesthetic  emotion  apart  from  use,  decorative  or 
illustrative  ; that  is  the  gain.  Judged  by  the  results 
so  far  attained,  I am  inclined  to  think  that  in  that 
respect  the  best  is  still  to  come. 


The  First  Part  of  this  Article  appeared  in  Vol.  VIII , 
No.  2,  July,  1921. 
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SIR  J.  C.  ROBINSON'S  ETCHINGS 

By  E.  L.  ALLHUSEN 

ANDSCAPE,  architecture,  and  their  fellow 
men — these  are  the  subjects  to  which  etchers, 
both  of  the  past  and  the  present,  have  almost 
exclusively  devoted  their  attention.  Animals 
have  claimed  the  notice  of  a few,  of  whom  it  is  sufficient 
to  name  Paul  Potter  and  Nicholas  Berghem  ; but  an 
etcher  of  the  atmosphere,  and  of  atmospheric  effects 
sounds  something  of  an  anomaly.  Sunshine,  rain,  mist 
and  sky  may  be  represented  readily  enough  in  colour, 
even,  perhaps,  in  mezzotint  ; but  is  it  possible  to  do  so 
in  etched  lines  ? It  is  in  the  etchings  of  the  late  Sir 
John  Charles  Robinson  that  I think  we  find  an  affirmative 
answer  to  the  question. 

Artists,  of  course,  there  have  been  from  time  to  time, 
who  have  endeavoured,  with  more  or  less  success,  to 
represent  the  heavens  in  rain  and  sun  : Rembrandt,  in 
the  Three  Trees , shows  us,  if  somewhat  academically,  a 
passing  shower  ; while  among  moderns  Legros  adopts 
almost  exactly  the  same  technique,  though  with  smaller 
success,  in  L’ Or  age.  Sir  Alfred  East  is  considerably  more 
effective  in  the  small  plate  A Rainy  Day,  as  is  Brangwyn 
in  his  Storm ; but  no  one,  so  far  as  atmospheric  effects 
alone  are  concerned,  has  succeeded  as  well  as,  in  his  best 
plates,  has  Sir  J.  C.  Robinson. 
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C.  ROBINSON.  Wind  and  Rain  : A Swollen  Burn 
Etching.  Size  of  original  plate  8|  X xoj  inches 


. He  came  of  a period  in  which  the  difficulties  of  light 
and  air  troubled  many  artists.  Born  in  1824,  the  same 
year  which  saw  the  foundation  of  the  National  Gallery, 
in  which  Turner  was  requested  (and  refused)  to  allow 
his  picture  of  Dido  building  Carthage  to  be  hung,  he  was 
nineteen  years  of  age  when  The  Sun  of  V enice  going  to  Sea 
was  exhibited,  and  twenty  when  Rain,  Speed  and  Steam 
appeared.  Six  years  older  than  Pissarro,  fifteen  years 
older  than  Sisley,  and  sixteen  years  the  senior  of  Monet, 
he  was  yet,  artistically,  of  their  age.  He  was  forty 
years  old  when  Chevreuil’s  scientific  discoveries  in  the 
region  of  light  and  the  spectrum  became  known  ; 
discoveries  which  passed  quickly  beyond  the  bounds  of 
the  merely  scientific  world. 

The  representation  of  sunshine  and  shade,  of  light  and 
mist,  from  1870  onwards,  became  the  one  grand  passion 
of  Monet  and  his  faithful  disciples.  Nor  has  the  struggle 
for  such  expression  ceased  at  the  present  day  ; its 
development,  with  many  ramifications,  continuing 
uninterruptedly  through  Cezanne,  Seurat,  the  Pointillists, 
Synchromists,  and  all  the  other  “ ists  ” which  deface 
or  adorn  the  art  of  to-day.  However  it  may  be,  it  is 
not  strange  that,  with  these  enthusiasts  working  around 
him,  Robinson  should  make  his  own  attempts,  though 
with  the  needle  instead  of  the  brush. 

He  was  six  years  younger  than  Seymour  Haden,  and 
it  is  interesting  to  note  that  they  were  both  amateurs 
in  the  art  of  etching.  But  Seymour  Haden  soon  found 
a market  for  his  proofs  ; he  was  taken  under  the  wing 
of  the  Fine  Art  Society,  and  considerable  editions  from 
his  plates  were  published  and  sold.  Altogether,  apart 
from  their  technical  excellence,  it  is  possible  that  Haden  s 
etchings  made  a more  sentimental  appeal  to  the  public 
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than  did  Robinson’s.  The  Breaking  up  of  the  Agamemnon , 
the  Kensington  Gardens'  and  many  others  which  will 
readily  be  recalled,  offer  more  concrete  and  tangible 
subject  matter  for  discussion  and  appreciation,  than 
Sunlight  and  Mist , Space  and  Light , to  mention  only 
two  of  the  better  of  Sir  J.  C.  Robinson’s  plates. 

In  their  general  technique  these  two  artists  show  no 
resemblance.  Only,  perhaps,  in  one  plate  {Hastings) 
by  Robinson,  do  the  figures  of  the  lady  and  dog  recall 
Haden’s  dry-point  The  Towpath.  But  this  plate  is  not 
a particularly  happy  example  of  Robinson’s  work ; 
it  does  not,  except  in  the  treatment  of  the  trees,  show  the 
ceaseless  striving — a striving  which  is  so  frequently 
crowned  with  success  in  most  of  the  other  plates — after 
the  representation  of  sky  and  light  ; it  is,  in  fact,  rather 
overloaded,  and  the  whole  design  cramped.  With  a few 
exceptions,  Robinson’s  plates  were  never  published  in 
the  ordinary  way,  though  he  was  a fairly  regular 
exhibitor  at  the  Society  of  Painter-Etchers.  Con- 
sequently, and  most  unfortunately,  his  very  remarkable 
work  is  but  little  known  to  the  public  at  large. 

He  was  born  at  Nottingham,  and  studied  painting  in 
Paris  under  Drolling  ; later,  through  the  instrumentality 
of  William  Dyce,  R.A.,  he  was  appointed  to  the  first 
government  mastership  of  design  in  England,  at  Hanley, 
in  the  Staffordshire  Potteries.  The  pencil  sketch  for  the 
etching  Sunshine  and  Smoke  was  made  at  this  time. 

Improvement  of  design  in  British  manufacture 
remained  the  chief  object  of  the  numerous  and  important 
purchases  subsequently  made  by  him  abroad  for  the 
nation  ; these  purchases  forming  the  nucleus  of  the 
collections  at  South  Kensington  Museum,  of  which  he 
was  the  first  Superintendent. 
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J.  C.  ROBINSON.  October  Rain,  Near  Spain 
Etching.  Size  of  original  plate  yi  X 9I  inches 


J.  C.  ROBINSON.  Space  and  Light 
Etching.  Size  of  original  plate  8f  X lof  inches 


Italy  and  (perhaps  more  especially)  Spain  were  the 
chief  fields  of  his  researches  ; the  Spanish  etchings 
originating  from  pencil  sketches  made  during  his  journeys 
on  the  Peninsula,  Seymour  Haden  on  one  occasion 
accompanying  him. 

It  was  his  friendship  with  Haden  that  induced  him  to 
continue  etching,  as  an  occasional  relaxation  during  a 
career  of  unexampled  activity  in  most  departments  of 
art  connoisseurship  ; an  activity  which  included  the 
production  of  a large  number  of  publications  and  a long 
series  of  letters  on  art  subjects  in  the  T imes.  The  sketch 
for  Rain  and  Wind  was  made  while  cataloguing  the  Art 
collections  of  another  intimate  friend — the  late  Robert 
Napier,  shipbuilder,  of  Shandon  on  the  Clyde. 

A member  of  many  foreign  Academies,  he  also  occupied 
the  post  of  Surveyor  of  Pictures  to  Queen  Victoria.  He 
died  at  Swanage  in  1913.  Such,  in  brief,  are  the 
particulars  of  his  life. 

His  principal  work  as  an  etcher  was  done  in  the  years 
immediately  following  his  retirement  from  South 
Kensington  Museum  ; but  even  in  his  last  years,  his 
plates  show  no  diminution  in  strength,  and  there  is  still 
the  old  striving  after  the  possibility  of  transference  of 
light  effects  to  the  copper. 

At  least  a dozen  genuine  successes  can  be  placed  to  his 
credit,  out  of  all  his  experiments.  What  is  perhaps  the 
most  'successful  of  all  his  etchings  Sunlight  and  Mist, 
Swanage  Down , was  done  when  he  was  an  old  man.  It 
is  in  this  plate  that  we  see  the  full  development  of  the 
technique  which  strove  in  October  Rain , near  Madrid , to 
represent  sunshine  and  rain,  and  effects  of  light,  mist 
and  wet,  by  etched  lines  alone.  Finished  in  1896,  when 
the  artist  was  72  years  of  age,  it  is,  although  not  by  any 
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J.  C.  ROBINSON.  Nine  Barrow  Down 

Etching.  Size  of  original  plate  4 J X iof  inches 


means  his  final  effort,  the  one  which  may  justly  be  said 
to  be  the  crowning  achievement  of  his  long  life.  The 
blaze  of  diffused  sunshine,  the  damp  of  the  stones,  the 
blending  of  soft  light  with  mist  upon  the  surface  of  the 
shimmering  wasteland  ; the  effect  of  the  whole 
heightened  by  a small,  almost  indiscernible  pool  in  the 
foreground,  all  these  together  yield  a print  that  is 
brilliant,  both  in  conception  and  execution. 

Among  the  earlier  plates  Rain  and  Wind , a Swollen  Barn 
at  Shandon  (1872)  is  more  formal  in  treatment.  Here 
is  rain  and  wind  ; trees  swaying  in  the  storm,  lashed  by 
the  rain,  and  the  stream,  bursting  from  its  normal  banks, 
foaming  down  in  the  foreground.  The  rain  is  suggested 
by  diagonal  lines  ; the  sky  is  dark,  and  the  whole 
composition  completely  fulfils  the  artist’s  intention.  But 
it  is  only  a forerunner.  There  is  nothing  definitely 
new  in  the  treatment.  Another  plate  of  the  same  year, 
Nine  Barrow  Down , etched  directly  from  nature  on  to 
the  plate,  achieves  a much  more  complete  success.  The 
spectator  is  looking  down  the  valley,  as  a rain  shower 
passes  along  it  : the  means  used  are  of  the  utmost 
economy  ; only  a few  lines,  cone-shaped  where  the  cloud 
breaks,  and  dwindling  away  into  mistiness,  give 
extraordinarily  vivid  suggestion  of  atmosphere,  of  April 
showers  and  sun.  Space  and  Light  gives  an  impressive 
scene  which  might  well  bear  a motto  from  Romeo  and 
Juliet  : 

“ Night’s  candles  are  burnt  out,  and  jocund  day 
Stands  tiptoe  on  the  misty  mountain  tops.” 

and  succeeds  in  a still  more  emphatic,  though  more 
artful,  manner.  We  see  the  sun  rising  amid  flying  clouds 
and  watery  spaces  of  pure  sky,  with  the  wind  blowing 
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ROBINSON.  Coringden  Heath  and  Pooi.e  Harbour 
Etching.  Size  of  original  plate  8x12^-  inches 


soft  and  humid  from  the  sea.  The  craggy  mountain 
tops  are  softened  by  the  luminous  watery  sunshine,  the 
cloud  shadows,  and  the  pearly  softness  of  the  rising 
vapour.  We  see  the  whiteness  brighten  to  silver,  the 
silver  warm  to  gold,  the  gold  kindle  to  pure  and  living 
fire.  But  the  means  used  to  attain  this  effect  have  not 
the  simplicity  of  those  found  in  Nine  Barrow  Down , 
which  is  pure  and  untouched  etching.  We  can  see  that 
the  scraper  and  the  burnisher  have  been  used  to  break 
up  the  straight  etched  lines  making  up  the  rays  of  light 
coming  from  the  sun  ; thus  giving  the  effect  of  moving 
light  and  the  haziness  of  dawn.  A similar  effect  is  to  be 
found  in  Coringdon  Heath  and  Poole  Harbour.  Here  the 
same  quivering  effect  is  given  to  the  atmosphere  in  misty 
sunlight,  and  it  is  extended,  in  an  extremely  clever  way 
among  the  trees  themselves  on  the  right  hand  side* 
by  means  of  diagonal  lines,  and  a slight  lightening  of  the 
texture  of  the  leaves.  There  is  finer  and  more  complex 
work  in  the  sky,  a complexity  which  is  deepened  in 
another  plate,  Corfe  Castle  Sunshine  after  Rain}  where 
the  sunlight  pours  down  like  a waterfall  on  the  grass 
banks  between  the  towers  ; but  the  effect  of  the  whole, 
in  this  plate,  is  marred  by  an  utter  absence  of  angles  ; 
the  sheep  in  the  foreground  are  round,  the  castle  towers 
are  round,  and  so  are  the  trees.  Still  it  must  be  confessed 
that  the  sunlight  and  the  rain  are  wonderfully  conceived. 

Newton  Manor  avoids  the  defects  above  mentioned. 
Here  we  see  the  shower  breaking  up  in  the  middle  of  the 
plate  ; heavy  rain  falling  to  the  right,  the  last  of  the 
shower  thinning  away  to  the  left  and  wetting  the  dismal 
donkeys  in  the  foreground,  while  sunshine  begins  to 
blaze  on  the  hills,  on  the  heavy  white  clouds,  and  on  the 
glistening  slates  in  the  foreground.  In  one  of  his  smallest 
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J.  C.  ROBINSON.  Trees  at  Knitson  Farm 
Dry-point.  Size  of  original  plate  10^X14!  inches 


plates,  The  Agglestone , Isle  of  Purheck , which  is  of  the 
same  date,  and  of  equal  simplicity  with  Nine  Barrow 
Down,  a few  seemingly  careless  lines  give  the  effect  of 
mist  over  the  hill  on  which  the  stone  stands,  and  sunshine 
is  not  suggested  ; rather,  one  feels  the  heavy  thundery 
air  of  a July  day. 

In  later  years,  Sir  J.  C.  Robinson  seemed  unable  to 
recapture  the  first  fine  careless  rapture  ” of  such 
simplicity  as  this.  Certainly  in  one  of  his  last  plates, 
Cintra,  Portugal,  he  allows  his  sky  and  the  sharp  angular 
treatment  of  the  trees  to  confuse  the  effect  of  the  whole. 
There  seems  to  be  an  effort  to  combine  the  effective 
simplicity  of  N ine  Barrow  Down  with  the  equally  effective 
complexity  of  Space  and  Light.  But  the  two  will  not 
mix , simple  simplicity  and  complex  complexity  are  more 
effective  than  simple  complexity  and  complex  simplicity  • 
one  cannot  both  have  and  not  have.  It  is  possible 
that  with  Sunlight  and  Mist,  Robinson  had  gone  as  far 
as  was  possible,  and  that  no  further  progress  remained. 
That  he  went  further— and  very  much  further— in  the 
representation  of  atmospheric  effects,  than  any  etchers 
before  or  since,  cannot  be  gainsaid.  There  is  no  one 
but  can  learn  something  from  a study  of  his  plates, 
especially  in  so  far  as  they  touch  upon  the  treatment 
of  sun,  ram  and  sky.  But  it  must  not  be  supposed  that 
Robinson  did  not  succeed  in  the  orthodox  style  as  well. 
His  dry-point  At  Knit  son  Farm , Swanage,  is  a study  of 
trees  by  the  roadside  ; and  the  deep  burr  of  the  dry- 
point  over  faintly  etched  lines  yields  very  effective  and 
realistic  results.  Ulwell  Mill  (etched  directlv  from 
nature)  and  the  Meadow  at  the  hack  of  Ulwell  Mill,  near 
Swanage,  are  two  other  successful  plates  in  the  direct 
and  orthodox  manner.  Santa  Maria,  Merida,  as  a 
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study  of  pure  architecture,  will  bear  favourable  com- 
parison with  many  plates  of  our  modern  architectural 
etchers,  whose  editions  are  absorbed  as  soon  as 
published.  But  these  plates,  one  can  readily  see,  were, 
for  Robinson,  parerga  only.  His  true  work,  his  real 
effort,  was  put  forward  in  such  plates  as  Space  and  Light , 
Corfe  Castle , Sunlight  and  Mist , and  it  is  from  these 
and  the  eight  or  nine  other  plates  devoted  to  a similar 
ideal,  that  his  work  as  a whole  must  be  judged.  At  the 
lowest , we  can  say  that  he  strove  after  a high,  after  the 
highest — ideal.  At  the  best,  we  can  say  that  his  failures 
were  few,  and  his  successes,  if  not  absolute,  were  com- 
paratively speaking  very  great  indeed. 


CATALOGUE. 

By  A.  M.  HIND. 

First  published  in  the  Mitteilungen  der  Gesellschaft  fur 
V ervielfaltigende  Kunst  (from  which  it  is  reprinted  by 
the  editors  permission),  as  a supplement  to  an  article  in 
Die  Gvaphischen  Kiinste,  Vienna,  1906,  and  now  revised 
and  enlarged. 

Nos.  3,  6,  7,  8,  9,  10  and  11  were  announced  for  issue 
as  a series  by  P.  & D.  Colnaghi  & Co.  in  1872-73,  but 
the  announcement  elicited  no  response,  and  all  the 
impressions  printed  were  returned  to  the  artist. 

Robinson  exhibited  fairly  regularly  at  the  Society 
of  Painter-Etchers  between  1894  and  1902  (in  all  42 
exhibits),  sometimes  showing  one  plate  more  than  once, 
probably  in  different  states  : but  identification  is  not 
always  certain  from  the  title  given  in  the  Painter- 
Etchers’  Catalogues.  Impressions  were  only  described 
as  for  sale  in  the  Exhibition  of  1897.  I have  only 
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referred  to  the  prints  exhibited  where  it  helps  to  give 
a limit  to  dating,  or  offers  an  alternative  title.  Dating 
is  sometimes  uncertain  on  account  of  contradictory 
evidence  from  the  artist  himself  {e.g. , his  MS.  note  on 
B.M.  impression  of  No.  24  is  evidently  an  error).  One 
title  in  the  Painter-Etchers'  Exhibition,  Old  Stones 
(1910),  I have  been  unable  to  identify  for  certain,  but 
it  is  probably  the  Corfe  Castle  (No.  20).  Etchings 
with  the  title  Corfe  Castle  were  exhibited  six  times, 
and  it  is  generally  uncertain  which  particular  plate  is 
intended.  The  one  described  as  “ etched  1873 
(Exhih. , 1901)  is  probably  No.  16,  as  1878  on  the  plate 
could  easily  be  misread  as  1873.  The  only  other  with 
a special  description  “etched  1892,  dry-point,  1 904 
(Exhib. , 1904),  might  be  either  No.  20  or  21.  All  states 
described  are  in  the  British  Museum  except  where 
otherwise  noted.  Dimensions,  given  in  inches,  are  to 
the  plate  line,  except  where  the  subject  has  a border, 
appreciably  within  the  plate,  in  which  case  both  plate 
and  subject  .are  given. 

1 .  — Tarazona.  1866.  Plate,  8^x6  (?)  ; subject,  1\  X 5|. 

Lightly  : etched.  Tarazona.  Nov.  16,  1866,  in  margin, 
lower  1. 

2. — Small  Landscape  with  Gabled  Cottage  seen  amid 

Trees  beyond  a Wall.  About  1871  (?)  Plate,  S^-xSJ; 
subject,  3|x4§. 

3.  — U dwell  Mill,  Swanage.  1871.  4-|  X 10  f. 

I.  Title  lightly  scratched,  in  reverse. 

II.  Title  in  Roman  capitals.  Signed  lower  r.  : J.  C. 
Robinson  1871. 

4 .—Meadow  at  the  Back  of  IJlwell  Mill,  near  Swanage. 
1871.  2}x  7f. 

I.  Before  letters. 

II.  Title  in  Roman  capitals  in  lower  1.  : Near  Swanage. 
Signed  lower  r.  : J.  C.  R.  Bated  above  3.  : 1871. 
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I.  C ROBINSON.  Newton  Manor 
Etching.  Size  of  original  plate  8 x g&  inches 


J.  C.  ROBINSON.  The  Agglestone 
Etching.  Size  of  original  plate  2f  X7|  inches 


5.  — Hastings  : All  Saints’  Church  and  the  East  Cliff 

from  Croft.  1872.  8Jxl0f. 

I.  Signed  lower  r.  : J.  C.  Robinson.  Dated  lower  1.  : 1872. 

II.  Title  below,  in  Roman  capitals. 

6.  — Rain  and  Wind  : a Swollen  Burn  at  Shandon.  1872. 

Plate,  8fxl0f  ; subject,  6fx9f. 

I.  Before  letters.  Lightly  etched. 

II.  Finished  with  the  dry-point. 

III.  Title  in  Roman  capitals,  lower  1.  margin ; signed 
lower  r.  margin:  J.  C.  Robinson  1872. 

7.  — Sunshine  and  Smoke  : a Recollection  of  the  Stafford- 

shire Black  Country.  1872.  Plate,  7|  x 10J  ; subject, 
6|x9|. 

I.  Title  Sunshine  and  Smoke  in  italics  in  centre,  lower 
margin.  Signed  in  lower  1.  margin:  J.  C.  R.  1872  (in 
reverse) . 

II.  Full  title  in  Roman  capitals  in  centre,  lower  margin. 
Signed,  lower  r.  margin:  J.  C.  Robinson  1872. 

8.  — Talavera  : the  Field  of  Battle.  1872.  Plate,  8|xl0^  ; 

subject,  6|xl0. 

I.  No  impression  known  to  me,  but  its  existence  attested 
by  a note  in  the  artist’s  hand  on  the  2nd  state  in  the 
British  Museum. 

II.  Darkly  etched. 

III.  Title  in  italics  in  lower  1.  margin. 

9.  — Space  and  Light,  Sierra  de  Almaden,  Estremadura. 

Plate,  8|xl0f;  subject,  6|  X 9f.  Exhibited,  Painter- 
Etchers,  1894  and  1900. 

I.  Before  letters. 

II.  Title  in  Roman  capitals  in  centre  lower  margin  ; signed 
in  lower  r.  margin  : J.  C.  Robinson. 

10.  — Bej a in  the  Alemtejo,  Portugal.  1872.  Plate,  8£  x lOf  ; 

subject,  6£x9f. 

I.  Bushes  in  foreground  lightly  shaded.  Title  in  italics 
(in  reverse)  in  lower  r.  margin  ; the  further  title  Fox 
Pyles  in  Roman  capitals  in  centre  lower  margin ; 
signed  lower  1.  margin  : J . C.  R.,  1872  (the  7 in  reverse). 
Only  three  or  four  impressions. 

II.  Darker  shading  added  on  bushes.  Titles  erased. 

III.  Signature  erased. 

IV.  Title  in  Roman  capitals  lower  1.  margin.  New  signature 
in  lower  r. : J.  C.  Robinson,  1872. 
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Size  of  original  plate  6\  X i 


11.  — The  Agglestone,  Isle  of  Purbeck.  2|x7|. 

I.  Signed  lower  r.  : J.  C.  R.  (in  monogram). 

II.  Signed  in  lower  r.  : J . C.  R.  (Roman  capitals  over  the 
old  monogram).  Collection  of  Mr.  E.  L.  Allhusen. 
Not  in  the  British  Museum. 

III.  Title  added  upper  r.  : The  Hagglestone,  County  of 
Dorset  (in  Roman  capitals).  The  “H”  is  partially 
erased  on  the  B.M.  impression. 

12.  — Nine  Barrow  Down,  Isle  of  Purbeck,  looking  towards 

St.  Alban’s  Head.  1872.  4Jxl0f. 

I.  Title  in  Roman  capitals,  upper  1.  Date  1872  in  lower 
1.;  signed  in  lower  r.  : J.C.R.  Only  a few  impressions. 

II.  The  lines  of  rain  broken  up  by  the  burnisher. 

III.  Signed  in  lower  r.  : /.  C.  Robinson  del.  et  sc. 

13.  — Newton  Manor,  Swanage,  from  the  Purbeck  Stone- 

Quarries.  (1874.)  -8x9|.  Inscription  lightly  scratched  in 
lower  margin  in  Roman  capitals  : The  true  philosopher  . . . . 
take  it  as  it  is  ....  complaining  not. 

I.  Rain  on  the  1.  showing  darkly  with  a clear  series  of 
parallel  lines  crossing  a clear  line  of  distant  down. 

II.  The  lines  of  rain  weakened  by  burnishing  ; the  down 
behind  scarcely  visible  ; the  birds  in  centre  of  sky, 
showing  darkly  in  the  first  state,  have  been  burnished 
down  and  are  less  in  evidence. 

14.  — Poole  Harbour  from  Coringdon  Heath.  1876.  Plate, 

8|xl2|;  subject,  7fxll|.  Tall  group  of  trees  in  fore- 
ground 1. 

I.  Title  in  Roman  capitals  in  centre  lower  margin  ; further 
r.  inscribed  in  Roman  capitals  : Claypits  in  middle 
distance.  Dated  lower  1.  : 1876.  Signed  lower  r.  : 

J.  C.  Robinson. 

II.  Inscriptions  erased. 

15.  — October  Rain  : Posuclos  in  the  Guardarramas,  near 

Madrid.  Begun  about  1876,  but  worked  on  much  later. 
Plate,  7|x9|  ; subject,  6£x9£.  Exhibited,  Painter- 
Etchers,  1900  and  1911. 

I.  Unfinished.  Not  in  British  Museum. 

II.  Worked  on  in  dry-point.  Title  lower  1.  ; signed  lower  r.  : 
J . C.  Robinson. 
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J.  C.  ROBINSON.  Cintra,  Portugal 
Etching.  Size  of  original  plate  xi|  X i6£  inches 


16.  — Corfe  Castle  : Effect  of  Sunshine  after  Rain.  1878. 

6f  X 1 1 . Sheep  in  the  foreground.  Probably  the  exhibit 
at  Painter-Etchers,  1901  (described  as  etched  1873). 

I.  Lower  1.  : 1878  Corfe  Castle  (Roman  capitals,  lightly 
scratched)  ; lower  r.  : J.  C.  Robinson.  A white  space 
in  lower  r.  corner  leaving  the  foremost  sheep  furthest  r. 
without  legs. 

II.  Title  completed.  Dry-point  work  filling  up  lower  r. 
corner,  adding  legs  to  sheep. 

III.  Work  added  hiding  the  sheep  in  lower  1.  corner,  and  two 
sheep  in  centre  foreground  erased. 

17.  — Coringdon  Heath  and  Poole  Harbour.  1886  (?)  Plate, 

8 X 12£  ; subject,  6f  X Ilf.  Dark  mass  of  trees  in  foreground 
r.  Without  title.  Exhibited,  Painter-Etchers,  1902,  where 
it  is  described  as  etched  in  1886.  The  British  Museum 
impression  is  dated  by  Robinson  in  MS.,  as  about  1880. 

18.  — Trees  at  Knitson  Farm,  Swanage.  About  1880.  Plate, 

10|-xl4f  ; subject,  9|xl3f.  Group  of  tall  trees  beside  a 
road.  Dry-point.  Without  title.  Exhibited,  Painter- 
Etchers,  1895. 

19. — The  Mill  Pool,  Swanage.  About  1892.  Plate,  11-f  x 13f  ■ 

subject,  10|  x 12  J.  No  lettering. 

20.  — Corfe  Castle.  1895  (?).  Plate,  6f  x 7| ; subject,  5|-x7|  ; 

No  lettering.  The  British  Museum  impression  of  state  I. 
is  dated  April,  1895,  by  Robinson  in  MS.  Possibly  the  print 
exhibited  under  title  Old  Stones  in  Painter-Etchers,  1910. 

I.  Light  etching. 

II.  Heavily  worked  in  dry-point  all  over. 

21.  — Corfe  Castle:  The  Central  Tower.  About  1895  (?). 

Plate,  12fx7|;  subject,  llfx  7^.  No  lettering.  Either 
this  or  the  preceding  must  be  the  print  exhibited  Painter- 
Etchers,  1904,  and  described  as  “ Etched  1892,  dry-pointed 
1904,”  but  I have  only  seen  a dry-pointed  impression 
of  the  present  number. 

22.  — Santa  Maria,  Merida.  1895.  Plate,  llfx  13f  ; subject, 

lOf  x 12|.  Signed  in  lower  r.  : J.  C.  R.,  1895  (in  reverse). 

23.  — Sunlight  and  Mist,  Swanage  Down.  (1896.)  Plate, 

llfx  13$;  subject,  9fxl3f.  No  lettering.  Exhibited, 
Painter-Etchers,  1896,  with  title  Under  the  Chalk  Down, 
Swanage. 


321 


24. - — Apollo  and  Python.  (1900.)  Plate,  7^xl0-|-;  subject, 

6f  X 9|.  Without  lettering.  Exhibited,  Painter-Etchers, 
1901  (and  described  as  etched  in  1900).  Robinson’s  MS. 
date  on  state  I.  in  B.M.  (1902)  is  evidently  an  error. 

I.  Lightly  etched.  With  dry-point  of  a dotted  character 
on  the  bushes.  A series  of  scratches,  like  leaves,  in 
upper  1.  margin. 

II.  The  work  darkened.  The  scratches  in  margin  erased. 

25.  — Study  of  Trees.  1902.  10|x7£.  Signed  lower  1.  : 

J . C.  R.,  1902  (in  reverse). 

26.  — En  Sierra,  Spain.  1902.  7|xl0|.  Also  called  The 

Summit  of  the  Pass. 

I.  Lightly  etched.  Signed  lower  1.  : J . C.  R.,  1902  (in 
reverse).  British  Museum  (unique). 

II.  Re-bitten,  and  a grain  added  darkening  the  whole  work. 
Exhibited,  Painter-Etchers,  1912  (under  the  title  Th 
Summit  of  the  Pass  ). 

27.  — Corfe  Castle,  Market  Place.  (1902.)  Plate,  7|xl0|  ; 

subject,  6f  x9f. 

28.  — The  “ Greyhound,”  Corfe  Castle.  1895.  Plate, 

8|xll|;  subject,  6fx9|-.  Exhibited,  Painter-Etchers, 
1896  and  1906. 

I.  Light  etching. 

II.  Grain  added  darkening  the  shadows.  Signed  and  dated 
upper  r.  : J.  C.  R.,  1895  (in  reverse). 

29.  — Wareham.  1902.  Plate,  6|xl0f  ; subject,  6^x10. 

I.  Light  etching  and  dry-point.  Dated  in  lower  1.  : 1902 
(in  reverse). 

II.  Re-bitten  and  darkened  in  dry-point. 

30.  — Cintra,  Portugal — The  Granite  Country.  (1906-7.) 

Plate,  llfxl6J;  subject,  10|xl5|.  No  lettering.  Ex- 
hibited, Painter-Etchers,  1907. 
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Mr.  PERCY  SMITH'S  “ DANCE  OF  DEATH  ” 

By  CAMPBELL  DODGSON 


N the  sixteenth  century,  and  again  in  the 
nineteenth,  many  Swiss  and  German  artists 
found  inspiration  for  pen  or  graver  in  the 
horrors  of  war  and  pestilence.  Whether  in  con- 
nected series,  such  as  the  famous  Simulachres  et  historiees 
faces  de  la  Mort  of  Holbein  or  the  T odtentanz  of  Rethel, 
or  in  single  woodcuts  or  drawings  which  we  owe  to 
Diirer  and  Burgkmair,  Baldung  and  Urs  Graf,  Death 
dances  his  grisly  measure  through  a large  part  of 
Teutonic  art.  France  also  has  her  painters,  sculptors  and 
engravers  of  the  Danse  macabre , from  the  middle  ages  to 
Legros’s  Triomphe  de  la  Mort  and  Besnard’s  Elle , an 
imaginative  masterpiece  jealously  withheld  from  publi- 
cation by  the  present  owner  of  the  etched  plates. 

In  England  the  traditional  theme  has  been  handled 
more  rarely  ; most  powerfully,  in  modern  times,  by 
Strang,  in  his  Doings  of  Death , a series  of  woodcuts 
published  in  1902,  without  reference  to  war.  The  Great 
War  produced  its  harvest  of  etchings  and  lithographs  of 
trenches,  craters,  barbed  wire,  shattered  houses  and 
blasted  trees  ; but  most  of  them  were  literal  representa- 
tions of  things  seen.  Mr.  Percy  Smith,  with  imagination 
rare  among  English  etchers,  and  akin  to  that  of  the 
draughtsmen  of  the  northern  Renaissance,  combines 
with  his  sympathetic  treatment  of  the  soldier  marching 
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PERCY  SMITH.  Death  Awed 
Etching.  Size  of  original  plate  8 x inches 


or  fallen,  crippled,  maimed  and  agonised,  the  vision  of 
an  awful  Presence,  relentless,  patient,  callous,  exultant ; 
“ awed,”  in  a single  etching  that  can  never  be  forgotten, 
by  one  culminating  horror. 

“ The  Dance  of  Death,  1914-1918  ” is  not  a pretty  set 
of  etchings,  but  it  is  one  of  the  most  serious  and  memor- 
able works  of  art  inspired  by  the  War.  The  series,  of 
which  the  British  Museum  owes  a copy  to  the  generosity 
of  a donor,  consists  of  seven  etchings  in  a portfolio 
lettered,  as  it  is  published,  by  the  artist  himself.  Death 
Forbids  is  the  title  of  the  first  etching.  Pinned  down 
under  a fallen  tree,  in  the  midst  of  a tangle  of  barbed  wire, 
a soldier,  still  alive  but  powerless  to  move,  sees  in  the 
distance  a party  of  stretcher  bearers  carrying  off  a more 
fortunate  comrade  from  the  battlefield.  He  calls  and 
gesticulates  in  vain  ; Death  touches  his  agitated  hand 
with  a firm  gesture  of  restraint.  Death  Marches , a tall 
gaunt  figure  on  tiptoe,  keeping  pace  with  the  serried 
ranks  of  infantry,  four  abreast,  in  their  “ tin  hats,”  going 
up  to  the  front . Death  A wed  is  the  next . Our  illustration 
shows  what  makes  him  halt  on  his  way  along  the  duck- 
board  through  some  water-logged  desert  of  France  or 
Flanders.  The  composition  is  simple  and  masterly  ; 
nothing  could  be  more  tragic,  more  eloquent  of  the 
horror  of  utter  loneliness  that  war  has  left  behind  it. 
In  Death  Refuses  we  look  out  towards  the  light  from  a 
dark  trench  in  which  two  men  are  lying,  in  torment, 
wearing  gas  masks.  Death  turns  his  back  on  them, 
walking  away,;  refusing,  it  seems,  the  boon  for  which 
one  of  the  men,  with  raised  right  hand,  implores  him. 
Death  Waits , in  the  next,  sitting  all  alone,  his  chin  resting 
on  his  bony  fingers,  in  a region  of  shattered  posts  and 
barbed  wire  ; the  air  is  darkened  with  smoke  ; it  is  a 
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lone  and  sinister  landscape,  fraught  with  impending 
doom.  Death  Ponders,  tall,  erect,  in  cowhand  shroud 
gathered  closely  round  his  bones,  by  the  side  of  a fallen 
man,  whose  hands  clutch  the  soil  of  a bank  before  him. 
His  life  depends  on  the  outcome  of  that  deliberate 
reflection.  Death  Intoxicated , abandons,  at  last,  all  his 
poses  of  meditation  or  expectancy,  and  dances  on  the 
battlefield  with  wild  leaps  and  bounds  of  exultation,  legs 
■and  arms  flung  out,  fingers  bent,  the  hollow  sockets  of 
his  eyes  and  his  grinning  mouth  combining  to  express  a 
devilish  merriment.  Two  soldiers,  one  of  them  holding  a 
bayonet,  intervene  in  the  immediate  foreground  between 
us  and  Death,  and  the  landscape  beyond  is  full  of  little 
figures,  lightly  etched,  engaged  in  active  fighting  or 
tending  the  wounded. 

The  series,  long  enough  and  not  too  long,  is  the  result, 
evidently,  of  concentrated  thought  by  one  who  has 
witnessed  and  shared  in  the  horrors  of  war,  and  has  been 
moved  by  them  to  this  powerful  and  serious  effort  of 
interpretation.  The  last  thing  anyone  could  wish  for 
him  would  be  a repetition  of  any  similar  experience. 
Such  horrors  are  past,  for  a time  if  not  for  ever.  But  they 
are  a lawful  subject  for  art,  and  the  earnestness  and 
■tragic  dignity  with  which  Mr.  Percy  Smith  has  handled 
so  grim  a theme  lift  his  set  of  etchings  altogether  out  of 
the  region  of  the  commonplace.  It  is  to  be  hoped  that 
in  future  he  will  be  more  happily,  but  none  the  less 
genuinely,  inspired  by  other  experiences,  other  visions 
than  casualties  of  war  and  phantom  gestures  of  Death. 
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H.  & K.,  Ltd.,  London,  S.E.  1 


FRANK  T.  SABIN 

( Established  in  1848) 

172  NEIV  BOND  STREET 

LONDON,  W.  1 


^ Finest  examples  of  old  English  and 
French  Colour  Prints,  Mezzotints,  etc., 
of  the  1 8th  Century. 

^ Choice  Paintings  by  Old  Masters. 

fl  Original  drawings,  illuminated  manu- 
scripts, miniatures,  and  specially  fine 
and  rare  books. 


172  NEIV  BOND  STREET 

LONDON , W.  1 

Only  Address 
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JUST  PUBLISHED 

THE  STANDARD  WORK 
ON 

COLLECTORS’  MARKS 

ENTITLED 

MARQUES  de  COLLECTIONS 

(DESSINS  - ESTAMPES 
PAR 

FRITS  LUGT 

(AMSTERDAM) 

The  work  contains  reproductions,  accompanied 
by  extensive  biographical  and  historical  notes, 
of  upwards  of  3,000  of  the  written  or  stamped 
marks  placed  on  drawings  and  prints  by 
private  collectors;,  museums.,  publishers,  etc. 

This  is  nearly  four  times  the  number  repro- 
duced by  any  previous  work  on  the  subject, 
and  collectors  should  therefore  now  be  enabled 
to  trace  the  provenance  of  almost  any  print 
or  drawing  bearing  a collector’s  mark. 

600  Pages  TEXT  IN  FRENCH  Price  £6  10  0 Net 


Sole  Agents  in  the  United  Kingdom  : — 

MESSRS.  P.  & D.  COLNAGHI  & CO. 

144-146  NEW  BOND  STREET,  LONDON,  W.  1 


XXXIV 


CRADDOCK  & BARNARD 

17  CHURCH  ROAD 

TUNBRIDGE  WELLS 


REMBRANDT.  Saskia  Dying.  Hind  196 

JUST  ISSUED: 

ILLUSTRATED  CATALOGUE  No.  9 

including  an 

important  collection  of  Etchings  by 
REMBRANDT  and  OSTADE 

UNDESCRIBED  ETCHINGS  BY  BOL 

ENGRAVINGS  AND  WOODCUTS  BY 
DURER  AND  OTHER  EARLY  MASTERS 

PORTRAITS  BY  NANTEUIL 


XXXV 


ERNEST  BROWN  & PHILLIPS 

THE  LEICESTER  GALLERIES 
LEICESTER  SQUARE,  LONDON 

Etchings  and  Lithographs 

BY 

THE  BEST  MODERN  ARTISTS 

Muirhead  Bone 

James  McBey 

E.  Blampied 

E.  Carriere 

A.  Raine-Barker 

F.  Buhot 

D.  Y.  Cameron 

M.  Cassatt 

G.  L.  Brockhurst 

Corot 

Vernon  Hill 

Degas 

Lee  Hankey 

Forain 

A.  E.  John 

Gaugain 

C.  R.  W.  Nevinson 

A.  Lepere 

C.  H.  Shannon 

Manet 

A.  Legros 

Meryon 

A.  Zorn 

Millet 

D.  S.  MacLaughlan 

Steinlen 

F.  Seymour  Haden 

Toulouse-Lautrec 

j J.  M.  Whistler 

C.  Pissarro 

Etc. 

EXHIBITIONS  OF  THE 

BEST  MODERN  WORK 
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($ros\>enor  (Balleries 

(P.  & D.  COLNAGHI  & CO.) 

51a  NEW  BOND  STREET,  LONDON,  W.  1 


PAINTINGS  DRAWINGS  ENGRAVINGS 
ETCHINGS  WOODCUTS 
LITHOGRAPHS 

ALWAYS  ON  VIEW 

DAILY  10—6  SATURDAYS  10—4 


FORA.I  N 

iftthJfk  5xgr^d 

£40„0..0 

ZOR  N 

Ska 

6 /■  5 Signed 

£.  20 ..0.0 

FORAIN 

Rpu.Cc.  d 

t**"  5Wc  5vgn«4 

£40.0.0 

COROT 

JLMtvr  dc.  To-Sc^rw. 

, 7/1  X 5 

£ 1 .10.0 

Ml  LLE.T 

La  . 

fknxiltU 

9 ^ A fcinat^rvid 

£ 3.3.0 

' -23  KING  RICHARD  STREET,  COVENTRY ENG- 
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All  about  the  Best  Books  and  Prints 


Cl )t  bookman’s  Journal 

ant  Print  Collector 

Monthly , 2/ - October  number  now  on  sale 


Among  the  illustrated  Print  and  Art  features 
to  appear  in  the  first  or  second  numbers  are : 

“The  Master-Etcher,  James  McBey”  “ Brangwyn  and  St.  Louis  ’ 

by  Malcolm  C.  Salaman  I by  Walter  Shaw  Sparrow 

“ The  History  of  Bewick’s  ‘ Chilling-  ^ “ The  Charm  and  Value  of  the 
ham  Bull  ’ ” by  George  H.  Sargent  Japanese  Print  ” 


The  Bookman  s Journal,  173-4-5  Fleet  Street , London,  E .C . 4 


Bernard  Houthakker 

AMSTERDAM 

HOLLAND 


PAINTINGS 

of  the  Old  Dutch  School 

OLD  DRAWINGS 

of  Dutch  and  Flemish  Masters 

ETCHINGS  & ENGRAVINGS 

By  Dutch , English  and  French  Masters 
of  the  1 6th , i jth  and  18 th  Centuries 


CORRESPONDENCE  INVITED 

332  N.Z:  VCORBURGWAL  Code  in  Use:  ABC,  5th  Ed. 
AMSTERDAM,  HOLLAND  Telegrams:  Houthakker 
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MESSRS.  BATSFORD  offer  for  sale  two  i 
remarkable  collections  of  Rare  Prints,  I 
formed  by  private  collectors  in  the  XVIIIth 
century  as  follows: 

(l)-THE  “NICCOLO  PIO”  COLLECTION 
OF  WOODCUTS,  ENGRAVINGS  and 
ETCHINGS  by  or  after  German,  Dutch, 
Flemish,  Italian,  and  French  Masters  of  the 
XVth  to  XVIIIth  Centuries  From  the 
Library  of  Lord  Foley 

This  unique  collection  made  in  Rome  about  the  year  1700.  contains  up- 
wards of  5,500  subjects,  including  125  Authentic  Woodcuts  by  Albert 
Durer  and  a large  number  of  equally  rare  and  fine  examples  by  other 
masters.  Its  importance  consists  largely  in  the  wealth  of  material  it 
affords  for  the  making  of  a complete  history  of  engraving  and  etching, 
especially  in  Italy,  from  the  end  o the  XVth  to  the  commencement  of  the 
XVIIIth  century.  The  subjects  are  laid  down  in  32  large  folio  volumes, 
bound  in  contemporary  vellum.  Price  £900. 

An  appreciation  of  this  collection , by  Dr.  Tancred  Borenius,  appears 
in  '■  The  Burlington  Magazine,"  May  1921,  p.  217. 

(2)— COLLECTION  of  1,200  ENGRAVED 
PORTRAITS  of  PERSONS  of  RANK 
and  IMPORTANCE,  ENGLISH  and 
FOREIGN.  (A.D.  800-1760)  By  masters 
of  line  and  mezzotint,  including  340  choice 
mezzotints,  many  being  brilliant  “proof” 
impressions,  in  fine  state.  Laid  down  in  15 
imperial  folio  albums.  Price  £950. 

Though  the  number  of  subjects  has  been  exceeded  in  certain  other  collec- 
tions. the  quality  of  the  individud  items  comprised  in  this,  serves  to  dis- 
tinguish it  from  them.  The  prints  were  assembled  over  a century  ago 
when  choice  mezzotints  and  other  examples,  which  now  realise  such  large 
sums  at  auction,  were  obtainable  for  comparatively  small  sums.  Conse- 
quently, the  collector  was  able  to  include  proofs  by  such  men  as  J.  Smith, 
G.  White,  Faber,  McArdell,  Houston,  Purcell,  E.  Fisher,  J.  and  T.  Wat- 
son, Dawe,  Val.  Green,  Spilsbury.  Earlom,  J.  R.  Smith.  Dickenson,  and 
other  great  mezzotinters  of  the  XVIIIth  century,  as  well  as  works  by 
Hollar,  Faithorne,  Loggan,  Tompson,  Williams,  Becket,  and  other  distin* 
guished  earlier  engravers- 

An  appreciative  notice  of  this  collection  appears  in  “ The  Connois- 
seur " May  1921,  p.  61. 

B.  T.  BATSFORD  Ltd. 

Fine  Art  Booksellers  and  Print  Dealers 
94  HIGH  HOLBORN,  LONDON,  W.C.1 


F.  CB.  O^EU MAYER 

Book  and  Print  Seller 
70  CHARING  CROSS  ROAD , LONDON 

Telephone  Gerrard  7813.  W.C  2 

ETCHINGS  AND  LITHOGRAPHS  BY 
MODERN  ARTISTS 

DRAWINGS  BY  THE  OLD  MASTERS 

CHIAOSCUROS 

BOOKS  ON  ART,  ENGLISH  AND  FOREIGN 

Catalogues  post  fvee 

BRULE  GRAVURE  ETCHINGS 


LIMITED 

TO 

100 

SIGNED 

PROOFS 

PRICE 

£1 


JOHN  WILLIAMS  ROBBINS,  FARMINGTON,  CONN.,  u.S  A. 


I •"""  — = 

PUBLISHERS  & BOOKSELLERS 


THE  BRICK  ROW  BOOK  SHOP,  INC. 

104  High  Street,  New  Haven,  19  E.  47th  Street,  New  York 

F^OUNDED  in  1915  at  the  seat  of  Yale  University  with 
the  intention  of  fostering  a love  for  English  Litera- 
ture among  the  undergraduates,  it  has  commended 
itself  to  Book  Lovers  generally  by  its  liberal  and  enlightened 
policy.  It  carries  on  a general  business  in  old  and  new 
books,  autographs,  prints  and  other  literary  properties.  It 
issues  catalogues  which  it  sends  to  book  lovers  upon  request. 


PRINT  PRICES  CURRENT 

A complete  annual  record  of  all  Engravings  and 
modern  Etchings  sold  by  auction  in  London, 
Glasgow,  and  Edinburgh,  alphabetically 
arranged  throughout. 

VOLUME  III.  (for  season  1 920-2 1 ) gives  a brief 
expertised  note  as  to  the  condition  of  most 
of  the  Engravings  sold  during  the  season. 

Price  27s. 


F.  L.  WILDER 

10  FOREST  RISE,  LONDON,  E.  17 


OVER  200  PRINT  COLLECTORS, 

in  different  parts  of  the  world,  are  already  Collector  Members  of 
j THE  PRINT  SOCIETY,  and  having  sent  to  them  at  regular 
intervals  neat  folios  containing  from  30-35  modern  e chings,  to 
study  and  enjoy  in  the  comfort  of  their  home1?.  Any  (irrespective 
of  where  they  live)  who  are  interested  in  prints  and  are  not  yet 
members,  are  invited  to  communicate  with  the  Society  for 
further  details. 

THE  PRINT  SOCIETY,  a Society  of  Etchers  & Print  Collectors 
RINGWOOD  : HAMPSHIRE  : ENGLAND 
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Old  Engravings 

LARGE  STOCK  OF 

FINE  OLD  COLOUR  PRINTS,  MEZZO- 
TINT PORTRAITS,  NAVAL,  MILITARY 
AND  SPORTING  SUBJECTS 

Catalogue  of  Fancy  Subjects,  etc.,  on  application. 

DAVIS  BROS 

Established  18C0  Tel  : Victoria  3377 

17  KING’S  RD.,  CHELSEA,  LONDON,  S.W. 
Engravings  Purchased  ' 


Manuscripts  and  miniatures  from 

the  14th  and  15th  Century;  DRAWINGS 
from  the  15th  to  the  18th  Century. 

BULLETIN  2.  With  15  Plates. 

French  engraved  portraits.  Two 

hundred  portraits  by  Nanteuil,  Masson,  Edel- 
inck,  Drevet,  etc. 

CATALOGUE  2.  With  8 Plates 
The  above  Catalogues  will  be  sent  on  application  to 

L’ART  ANCIEN  S.A. 

LUGANO,  SWITZERLAND 
: 7 PIAZZA  GIARDINO  : 

A large  stock  of  Old  Engravings,  Bindings , Incinabula,  Early 
Illustrated  Books  and  Paintings.  Catalogues  constantly  issued. 
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UmLI?  IlDt 

The  Nero 

Independent  Weekly  Review 

of 

LITERATURE,  MUSIC, 
POLITICS,  ART  and 
INDUSTRY 


CONTRIBUTORS 

Rebecca  West 
H.  Kitchell  Webster 
Rose  Macaulay 
Robert  Lynd 

The  Viscountess  Wolseley 
Clemence  Dane 
Alec  Waugh 
Mary  A.  Hamilton 
Christopher  St.  John 
Stephen  Gwynn,  Etc. 


DIRECTORS 

The  Viscountess  Rhondda 

Dame  Helen  Gwynne-Vauchan, 
D.Sc.,  LL.D. 

Mrs.  Chalmers  Watson.  M.D. 
Miss  Elizabeth  Robins 
Mrs.  Helen  Archdale 
Mrs.  H.  B.  Irving 
Mrs.  D.  R.  Llewellyn 
Mrs.  Mary  Hamilton 


Specimen  copy  free  of 

Miss  E.  BUCKNER  KIRK,  315  W.  24th  Street, 
New  York  City,  cr 

THE  PUBLISHER,  “ TIME  AND  TIDE,”  88  Fleet 
Street,  London,  E.C.  4. 

SUBSCRIPTION  IN  ENGLAND: 

Three  months,  5/6  ; Six  months,  8/9  ; 
Twelve  months,  17/6. 

SUBSCRIPTION  ABROAD: 

Three  months,  $1.50  ; Six  months,  $2.25  ; 
Twelve  months,  $4.50. 
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“INDISPENSABLE  TO  THE  COLLECTOR M 
The 

Fully  Illustrated  Catalogue 

of  the 

Etchings  of  Augustus  John 

By  CAMPBELL  DODGSON,  C.B.E. 

Keeper  of  Prints  and  Drawings  at  the 
British  Museum 

Price  - £ 3 3 0 


THE  CHEN1L  GALLERY 

iS3a  KING’S  ROAD,  CHELSEA,  LONDON,  S.W.  3 


B.  F.  Stevens  & Brown 

flmerican  Library  and  Literary  fJ  gents 

beg  to  announce  that  they  are  adding  a FINE  ART 
DEPARTMENT  to  their  Agency  under  expert 
management,  and  are  extending  their  activities 
to  High  Class  Pictures,  Drawings,  Engravings  and 
Works  of  Art  generally,  in  addition  to  Rare 
Books,  MSS.,  etc. 

Commissions  Executed  Searches  Made 
Enquiries  Solicited 


4 TRAFALGAR  SQUARE,  LONDON,  W.C.2. 

Telephone:  5306  Gerrard  Telegrams  and  Cables  : Stebrovens,  London 

New  York  Agents:  Messrs.  Tice  & Lynch,  Inc.  33  Pearl  Street. 
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The  Fine  Art  Society  Ltd. 

Established  1876 
0 

Publishers  of  the 

Etchings 

of 

Frank  Brangwyn,  R.A. 
Seymour  Haden 
William  Strang 
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